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Abstract

This study examines the significance of the work of Marcel Dupré in the
development of the French Symphonic Organ Tradition.

The study focusses on Dupré’s work as an organist, composer, transcriber and
editor of organ music.

The study consists of two parts:

a)

Performance project:
The performance project consisted of four recitals of music composed,
transcribed or edited by Dupré. The recitals also included a small number of
works by composers who exercised a significant influence on Dupré. The
recordings of these live recitals are included with the thesis.

b)

Thesis:
The thesis examines Dupré’s early development and primary influences, as
well as the general development of the French Symphonic Organ Tradition.
The thesis also examines Dupré’s career as a liturgical organist, an
international virtuoso, and as a teacher of generations of organist/composers.
The thesis analyses various aspects of performance and interpretation of the
organ works presented in the performance project.

x

The thesis documents the influence of Dupré on the development of the French
Symphonic Tradition across a number of traditions. It shows that, while there have
been many prolific organist/composers associated with the French Symphonic
Tradition, Dupré personified the principles of this school more than any organist of
his generation.

xi
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Introduction

Following the decline of the Classical French School in the early eighteenth
century, the standard of organ music in France was generally poor, both in quality
and quantity.1 Described as a secular age in French history, the entire eighteenth
and first half of the nineteenth century contributed little to the repertory. The rich
liturgical organ tradition developed by composers such as Louis Couperin (16261661), François Couperin (1668-1733) and Nicolas de Grigny (1672-1703) was
largely abandoned for music that lacked reverence, spirituality and any sense of the
church’s liturgy. Works heavily influenced by the opera and ballet, as well as
patriotic and programmatic improvisations replaced the masses and solemn
classical repertoire of the seventeenth century.

‘Compositions were performed during Mass which had no liturgical significance
whatsoever. Dances, songs, marches, imitations, patriotic airs, and picturesque
improvisations were often played in this anti-ecclesiastical era.

Some

improvisations depicted canon fire and battles.’ (Dufourcq, 1949: 110)

Similarly, the standard of organ technique in France was extremely poor, especially
when compared with that in Germany. The eighteenth-century French organ also
did not possess the independent pedal division that was revolutionizing organ
music in Germany.

1

Arnold, C. R, Organ Literature: A Comprehensive Survey. Metuchen: The Scarecrow Press, 1973:
132
xiii

After a dormant period of almost one hundred and fifty years, composers such as
César Franck (1822-1890) and Camille Saint-Saëns (1835-1921) resurrected organ
playing in France. The new school of organ playing and composition bore little
resemblance to the French Classical School. However, the works of the classical
masters were again revered, and the use of Gregorian chant and other solemn
liturgical music provided the inspiration for religious compositions. The work
begun by Franck and others was also influenced by the organs of Aristide CavailléColl (1811-1899), whose powerful and innovative instruments inspired generations
of French organist-composers.

The organist Marcel Dupré (1886-1971) inherited this new tradition of French
Symphonic organ performance and composition.

Dupré was able to further

develop the standards of this tradition more than any other organist of his
generation. Dupré achieved an unprecedented degree of fame as a composer,
recitalist, liturgical organist, author and editor. His pupil, Olivier Messiaen, saw fit
to describe him as the ‘Liszt of the organ’ owing to his incredibly multi-faceted
career.1 Dupré himself acknowledged that, in addition to his natural ability, his
career benefited from an extraordinary degree of good fortune, as well as the
support of family, teachers and patrons.

1

Hommage à Marcel Dupré, ‘Le Courrier Musical de France’ XXXV (1971): 113, Cited Murray, M,
Marcel Dupré, Boston: Northeastern University Press, 1985: 203

xiv

It is also true that the late nineteenth and early twentieth centuries could be
described as a ‘golden age’ for the organ and organ music.

The technical

developments and innovations at this time allowed the instrument to move into the
concert hall, whilst maintaining its role as the chief instrument of the Western
church.

All of these factors enabled Dupré to develop his art with unsurpassed success. The
present study examines Dupré’s career as the culmination of the French Symphonic
Tradition. Throughout this thesis, the term ‘French Symphonic Tradition’ refers to
the nineteenth and early-twentieth century school of French organ composition and
performance. Inspired by the orchestrally imitative organs of Aristide Cavaillé-Coll
(1811-1899), this school produced a vast quantity of virtuoso organ music, as well
as fostering the development of organ technique in France and beyond.

The study is divided into two sections. Section One (Chapters 1 and 2) examines
Dupré’s primary influences as well an overview of his career as a teacher, recitalist
and liturgical organist. Section Two (Chapters 3 and 4) examines repertoire drawn
from the many aspects of Dupré’s output, including editions and transcriptions, as
well as original compositions.

The works discussed in Section Two are supported by a performance project. A
selection of Dupré’s original compositions, organ transcriptions of instrumental
works and scholarly editions were performed and recorded in four recitals.
Compact disc recordings of the performances also accompany this paper. While

xv

the works chosen in no way reflect the vastness of Dupré’s output, they are
intended to represent a broad cross-section of his work.

It should also be noted that the French Symphonic Organ Tradition did not die with
Dupré. The characteristics and principles of this tradition were further developed
by numerous composers, some of the most notable being Jean Langlais (19071991), Olivier Messiaen (1908-1992) and Naji Hakim (b. 1955). However, the
present study is intended to demonstrate how Marcel Dupré embodied the ideals
and standards of this tradition more than any other organist of his generation.

xvi

Chapter 1
Significant influences on Dupré’s compositional style and
on his development as an organist

1.1

Family & other early influences

Apart from the tuition and guidance of his parents and grandparents, Dupré’s early
musical development was influenced by two of the greatest contributors to the
French Symphonic Tradition of organ playing and composition, Alexandre
Guilmant (1837-1911) and Charles-Marie Widor (1844-1937).

Dupré’s father, Albert, did not begin a serious study of the organ until he was in his
early twenties. However, he had always been fascinated by organ music and organ
construction. Albert, a gifted scientist and academic, was keenly interested in the
work of Aristide Cavaillé-Coll (1811-1899), the most significant figure in the
development of the French symphonic organ-building movement.

As well as

including Cavaillé-Coll’s theories of the physics of tone production in his
baccalauréat in science, Albert also commissioned the celebrated organ builder to
construct an organ in the family home. Marcel Dupré’s personal relationship with
Cavaillé-Coll was indeed a significant influence in his development as an organist.
During the construction of the family’s two manual – eleven stop instrument,
Dupré, aged 14, rose every morning as soon as the workmen arrived and ran down
1

the stairs (‘four steps at a time’1). The young Marcel watched them construct the
organ that was to become one of his most treasured possessions. Dupré related
how fascinated he was with the building of this instrument:

‘In this manner, though still a child, I was introduced to organ building, and I fell
in love with it, so much so that several years later I confided to my father one day
that I could not decide whether to become an organist or an organ builder. I was
brought to my senses by one of his comments, “My poor fellow, you can do
absolutely nothing in mathematics. How would you be able to do the necessary
calculations in order to make a blueprint of an organ?” His argument settled my
dilemma.’ (Dupré, 1978: 28)

The most important figure in the development of the young student was the
formidable Alexandre Guilmant.

Guilmant brought a new tradition of organ

playing to France – a style that was quite different to that of the former generation
of organists. César Franck (1822-1890), a much loved and respected teacher,
composer and organist, had fostered an extraordinary emphasis on improvisation as
the primary function of organists.

When Charles-Marie Widor assumed the

professorship of the organ class at the Paris Conservatoire, he enraged the pupils of
Franck by drawing attention to the disproportionate emphasis that their recently
deceased maître had placed on improvisation:

1

Dupré, M, Recollections, tr R Kneerman, Paris: Bornemann, 1978: 28
2

‘In France we have neglected performance much too much in favor of
improvisation, it is more than an error; it is nonsense. To improve in the artistic
sense of the word one must have ideas, certainly; but that is not sufficient. In order
not to be false to one’s thought, in order to translate it exactly with all the variety,
complexity and flexibility required for its development, the organist must possess
an instrumental technique capable of permitting him to execute any pattern
whatsoever at any tempo…Moreover, I do not see why the organist should be the
only artist exempt from the necessity of knowing the entire literature of his
instrument…’ (Dupré, 1978: 28)

The art of extemporization dramatically affected the symphonic composition
tradition brought to fruition by Vierne, Widor, Dupré and Messiaen. Even today, it
is important to note that this skill is a vital and treasured element of organ playing,
particularly in France.

Guilmant, like Widor, stressed the importance of a controlled, precise and legato
technique – a tradition carried on from the Belgian organist and composer, NicolasJacques Lemmens (1823-1881). Mostly through Lemmens, the organ music of
Johann Sebastian Bach was introduced to the French.

‘His Bach, as Widor would later assert, was nothing less than a revelation to
all the artists and amateurs in Paris. What is more, they agreed that Lemmens
qua composer raised the classical art to perfection by infusing its dry forms
with emotion.’ (Murray, 1998: 94)

3

Owing to the design of the French classical organ, French organists were
previously unable to perform the works of Bach.

With the development of

increased pedal and manual compasses, the performance of German organ music
became a possibility. Guilmant, Widor and, later, Dupré were all to treasure
Bach’s works not only for their musical and spiritual significance, but also for their
pedagogical value.

Dupré is generally associated with Bach’s music owing to his performance of the
complete organ works from memory, a feat not previously attempted.1 However,
Dupré’s love of the music itself, and its influence on his own compositions, must
not be overlooked. Dupré included at least one of Bach’s works in almost every
recital throughout his career.

Apart from Guilmant and Widor, the young Dupré was also seriously influenced by
the organist titulaire of Notre-Dame de Paris, Louis Vierne (1870-1937). While
the relationship between the two men became tumultuous in later years (see pages
53-59), their early relationship was characterised by a mutual respect and
admiration. Vierne’s Symphony III, having been composed at the ‘Villa JuliaMarie’ (the summer home of the Dupré family), was dedicated to the young Dupré.
Likewise, two of Dupré’s early works; Élévation (Op. 2) for harmonium and the
violin Sonata (Op. 5), were both dedicated to Vierne.

1

Murray, M, Marcel Dupré, Boston: Northeastern University Press, 1985: 64
4

1.2

Jacques Lemmens

Although he did not come into direct contact with Lemmens, Dupré was
significantly influenced by the teaching and philosophies of this man. When Albert
Dupré gave Marcel his first organ lessons in 1893, he used Lemmens’ École
d’Orgue et d’Harmonium as the tutorial text. Albert had been introduced to this
method by his own teacher, Alexandre Guilmant. Like most young pupils, Dupré
did not care for practising scales and the other technical exercises in Lemmens’
text. However, he did persevere with such exercises in order to perfect an even
legato technique.

Dupré’s deep fascination with the organ works of JS Bach was also partly due to
the influence of Lemmens. The introduction of Bach’s organ works to the French
was directly linked to Lemmens’ concerts in France, as well as his teaching of
French pupils (including Guilmant and Widor). In a conversation between Aristide
Cavaillé-Coll and the young Dupré in 1896, Cavaillé-Coll also expressed his
reverence for Jacques Lemmens:
‘…Lemmens, whose textbook you are now studying, and who died a dozen years
ago, was a friend of mine. I believe that he knew more about the great Bach than
any man living. Therefore, when he insisted that a good organ must have pedals
enough and manuals of sufficient compass to accommodate Bach’s music, I
listened to him and followed his advice…’ (Murray, 1985: 19)

5

Both of Dupré’s principal teachers, Guilmant and Widor, were directly related to
Lemmens, and both promoted the virtues of Lemmens’ teaching – that is, a secure
and legato technique.

Whilst the improvement in organ playing in France is

usually attributed to Guilmant and Widor, the influence of Lemmens was certainly
the catalyst for their work. Dupré outlined the role of Guilmant and Widor in the
introduction of Bach’s organ works to the French:

‘…these two great virtuosi [Guilmant and Widor], these two founders of the
French organ school, who caused Bach to be known and loved in France, who
maintained each the most ardent admiration for their master Lemmens, and who
regarded one another with profound esteem.’ (Murray, 1985: 51)
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1.3

Alexandre Guilmant

Alexandre Guilmant possessed a musical genealogy not unlike that of Marcel
Dupré.

Guilmant’s father was the organist of Saint-Nicholas de Boulogne, a

church where the young Guilmant spent up to ten hours each day practising the
organ.1 At the age of sixteen, Guilmant obtained his first church appointment at
Saint-Joseph de Boulogne.
Following an organ recital given by the celebrated Belgian organ virtuoso,
Lemmens, Guilmant spent a period at the Brussels Conservatoire where he was
exposed to Bach’s organ works. Striving for technical precision, a characteristic of
Lemmens’ playing, was also passed on to Dupré both by Guilmant, and later by
Widor.
‘…No matter how loose or how old were the pedals of an organ, they were
absolutely noiseless under Lemmens’ control.’ (Leupold, 1985: vii)

Dupré’s first encounter with Guilmant came well before his first organ lessons.
Indeed, Guilmant’s first acquaintance with the young Dupré involved a prophecy
that would be realised:

‘As Guilmant bent over my cradle, he showed signs of joy. After taking my little
hand in his and examining my fingers, he said, “We shall have an organist here.”
My mother, who years later described the scene to me, was delighted with
Guilmant’s prediction.’ (Dupré, 1978: 31)

1

Leupold, W, The Organ Music of Alexandre Guilmant, New York: Belwin-Mills, 1985: vii
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Guilmant’s prediction was realised in a short period of time. His role in the
development of Dupré’s career was significant and enduring. Dupré was very
aware of the importance of this figure from an early age:

‘Speaking of my first Communion, I am unable to refrain from relating a little
story. My parents asked what I would like to have in honour of this occasion…“A
trip to Paris,” I replied, “to visit the Botanical Gardens; to climb the Eiffel Tower;
to hear the organs of La Trinité (where Guilmant was organist), Saint-Sulpice and
Notre-Dame; to see a performance of Die Meistersinger at the Opéra;…and to go
to lunch at Guilmant’s home”. ’ (Dupré, 1978: 31)

Dupré did get his wish. Not only did he visit Guilmant’s home, but he also sat
beside Widor on the organ bench at Saint-Sulpice, the prestigious appointment that
he would later assume. Dupré identified Guilmant as a vital part of his own
development as an organist. He requested lessons with the maître from the age of
eleven.

The lessons with Guilmant also resulted in Dupré’s first liturgical

appointment. The young Dupré was very anxious to be the appointed organist of
Saint-Vivien in Rouen, a church whose harmonium was to be replaced with an
organ.1 Despite Albert Dupré’s serious reservations concerning the appointment,
he wrote to Guilmant to seek his advice. The reply pleased Marcel immensely:

‘ “Marcel is right,” wrote Guilmant. “Nothing would be better for him than to be
the regular organist of Saint-Vivien. From now on he will be my pupil, you can
bring him to Meudon once a month”.’ (Dupré, 1978: 34)

1

Dupré, M, Recollections, tr R Kneerman, Paris: Bornemann, 1978: 33
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Although the original plan had been for Marcel to pay for the tuition with the
money earned from his appointment, Guilmant gave Dupré lessons for ten years
without ever charging for a single lesson.1

Guilmant’s teaching style was

regimented and precise, characteristics that were to stay with Dupré throughout his
lifetime. Guilmant demanded a very high standard from his pupil, irrespective of
his young age.

‘I often think of my first lessons with him. They lasted three hours, from 4 to 7
p.m.: piano, organ, harmony, counterpoint, improvisation. Then, with my father,
we stayed for dinner; Mrs. Guilmant, a perfect hostess and a wonderful help to her
husband throughout her life, always made those occasions an enchanting
moment…Guilmant was the strictest of teachers. He would stop me almost at each
bar for the slightest detail and I had to repeat my bar until he considered every
little point was right. But he was always patient and gentle: Had I skipped a sharp
or a flat or a silence, he would just say: “put on your glasses, Marcel.” and, with a
blush, I quickly corrected my oversight. One can imagine the benefit of such
discipline applied to a child.

Later, when I entered the organ class at the Conservatory where Guilmant taught
for 17 years, I found him just as strict with grownup students. Nothing passed
unnoticed; “You cannot obtain perfect clarity,” he would repeat to us “unless you
get absolute precision, that is, if you give each note its exact value. Always
remember this which is of supreme importance: it is as imperative to release a note
exactly in time as it is to strike it on the beat. All depends on this”.’
(Murray, 1985: 26)

1

Dupré, M, Recollections, tr R Kneerman, Paris: Bornemann, 1978: 34
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The precision and exactness demanded by Guilmant was later demanded by Dupré
of his own pupils. The attention to detail is also obvious in Dupré’s editions of
other composers’ works – in particular, the edition of Bach’s organ works.

As well as technique, Guilmant was an expert in the art of improvisation. Dupré
was also trained and encouraged in the practice of this art from a very early age by
his father:

‘Moreover, like Guilmant, Albert insisted that Marcel’s improvising follow strict
form. He permitted no meandering in search of pleasant harmonies. If Marcel
chose to improvise a chorale-prelude, the accompanying voices had to be
developed in rigorous counterpoint.’ (Murray 1985: 27)

In a time when improvisation was a more highly valued art in Paris than organ
technique itself, Guilmant was commonly regarded as a superb improviser. What
set him apart from most of his contemporaries was his reliance on classical forms
and structures. As a result, Guilmant’s improvising would have been considerably
more sophisticated and complex than was the fashion of the day. It is even true to
say that Guilmant’s recital improvisations contributed significantly to the
development of the French Symphonic Tradition. It was also acknowledged that
Guilmant was more competent in the art of extemporization than his mentor
Lemmens.1

1

Leupold, W, The Organ Music of Alexandre Guilmant, 1985: xvii
10

Guilmant’s reputation was considerably enhanced by an incident that occurred on
his first recital tour of America. Whilst playing to a capacity audience in Brooklyn,
the organ ciphered,1 thus resulting in the temporary halting of the program. The
cipher was unstoppable, a situation which was also to confront Marcel Dupré at the
Royal Albert Hall many years later. However, Guilmant was clearly unperturbed,
stating: ‘…no matter; I will continue just the same.’2

Guilmant went on to

improvise for an hour, using the ciphering note as a pedal point. The audience
reaction was one of amazement, and the performance became legendary.

Guilmant’s reputation as a teacher was also widely acknowledged. When Widor
resigned as teacher of the organ class at the Paris Conservatoire in 1896 (thus
allowing him to accept a chair in composition), he did so on the condition that his
successor be Guilmant.3

Louis Vierne, who had been Widor’s assistant, was

retained in this capacity. Vierne saw few, if any significant differences in the
teaching style of the two great virtuosi:

‘Some additional articulations in various preludes and fugues by Bach, certain
tempos a bit faster – these were his contributions…This man fifty-nine years of
age, having behind him a superb career as a virtuoso and enjoying a deserved
renown…did me the honor of treating me as an equal, I who had only just entered
the ranks…’ (Murray, 1998: 128)

1

A cipher is the constant sounding of an organ pipe or pipes owing to a mechanical fault or damage.
The fault is generally unable to be remedied from the console.
2
Leupold, W, The Organ Music of Alexandre Guilmant, 1985: xvii
3
Murray, M, French Masters of the Organ, New Haven: Yale University Press, 1998: 128
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Following the death of Guilmant in 1911, Widor attempted to continue the school
of organ performance that he had established. His attempts to see Vierne succeed
Guilmant as Professor of Organ were thwarted by Fauré, who sought to appoint his
colleague, Gigout. Although Gigout was successful (to the disappointment of
Widor), the line was restored when Dupré subsequently assumed the professorship
in 1925.1

Although Guilmant did not achieve the same degree of success as a touring
virtuoso as Dupré, he toured Europe and America numerous times, attracting
accolades and an impressive following. Clearly, this facet of his career affected
and inspired Dupré to undertake similar tours:

‘Guilmant was a great, a very great organist, who brought honors to France. He
was invited to play forty recitals in the United States at the Saint Louis Exposition,
for which a huge organ had been built. He was a great success. Later, he repeated
his success in the course of an American tour. The school in New York which
carries his name, the Guilmant Organ School, keeps his memory alive.’
(Dupré, 1978: 34)

Apart from Marcel Dupré, Guilmant’s protégés included the significant organists
and organist-composers Joseph Bonnet, Nadia Boulanger, Louis and René Vierne,
and Albert Riemenschneider. One of his American students, William C. Carl
reaffirms the exacting standards of Guilmant’s teaching experienced by Dupré:

1

Thomson, A, The Life and Times of Charles-Marie Widor, 1844-1937, Oxford: Oxford University
Press, 1987: 62
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‘…As a professor, Guilmant was very strict. Nothing escaped his attention, and he
would insist upon the smallest detail receiving attention, even though it required
weeks. Every note had to be attacked promptly and sustained at its full depth
according to its value. He was particularly insistent on the playing of repeated
notes; on maintaining a correct and musical rhythm; on playing embellishments,
especially the mordent and trill; the correct valuation of each note, especially
sixteenth notes. Nothing was allowed to pass unnoticed. As to playing on the
beat, that above all other rules was en riguer. He often said, “never play a note
that does not sing, and when you compose, make each of the inner parts sing as
well as the soprano.” Frequently at La Trinité when he would be waiting to play
the next number in the mass he would call attention to the music before him and
say: “See how beautifully it is written, contrary motion always, and the inner parts
musical? Write your exercises in the same way.” Then he would add: “As an
organist you play a musical instrument; therefore, make your playing musical.”
With all this he was invariably considerate and kind.’ (Carl, 1936: 4)

Guilmant’s organ works certainly share more characteristics with Widor’s organ
works than they do with Dupré’s compositions. It is also true that Dupré paid
many more tributes to Guilmant as a teacher and performing organist than he did as
a composer. However, Guilmant’s works for solo organ played a vital role in the
development of Dupré as a composer, as well as in the development of the French
Symphonic Tradition.

Although Guilmant did model important classical forms (such as the sonata and
fugue) in his organ works, he was also a vital figure in the development of the
organ as a symphonic instrument. His compositions make use of the symphonic
13

colors, as well as the playing aids introduced and refined by Cavaille-Coll.
Guilmant’s instrument at La Trinite (see Table 1), where he was the organist
titualaire for 30 years, was representative of the French Symphonic Tradition.

FIG. 1: La Trinite (Grand Orgue)
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Table 1:
Specification o f the organ at La Trinite during the tenure o f Alexandre Guilmant
Built by Aristide Cavaille-Coll, 1869 1
Grand Oreue:

Positif:

Recit:

16’ Montre

16’ Quintation

8’ Flute

16’ Bourdon

8’ Flute

8’ Bourdon

8’ Montre

8’ Salicional

8’ Gambe

8’ Bourdon

8’ Unda maris

8’ Voix celeste

8’ Flute

4’ Flute

4’ Flute

8’ Gambe

4’ Prestant

2’ Octavin

4’ Prestant

2’ Doublette

8’ Voix humaine

2^3’ Quinte

1’ Piccolo

8’ Hautbois

V Comet

V Comet

8’ Trompette

V Plein jeu

16’ Basson

4’ Clairon

16’ Bombarde

8’ Clarinet

8’ Trompette

8’ Trompette

4’ Clairon
Pedale:

Pedales de Combinaisons:

32’ Bourdon

Appel des jeux Pedale

16’ Contrebasse

Tirasse Grand Orgue

16’ Sous-basse

Tirasse Positif

8’ Flute

Tirasse Recit

8’ Bourdon

Octaves graves du Grand Orgue

8’ Violoncelle

Anches Pedale

4’ Flute

Anches Grand Orgue

16’ Bombarde

Anches Positif

8’ Trompette

Anches Recit

4’ Clairon

Expression du Recit
Grand Orgue sur machine
Copula Positif sur Grand Orgue
Copula Recit sur Grand Orgue

Manuals - 56 notes

Recit sur Positif

Pedal - 30 notes

Tremolo du Recit

1 Raugel, F, L es G rands Orgues des E glises de P aris et du D epartem ent d e la Seine, Paris: Libraire
Fishbacher, 1927: 219-220. Cited Leupold, W, The Organ M usic o f Alexandre Guilmant: viii
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Although not a particularly large instrument, the specification of this organ is
notable for a number of reasons. The principal chorus of the Grand Orgue is
suitable for the works of Bach and other German composers, as is the independent
Pédale division. The presence of the two Cornet stops suggests the continued
importance placed on the performance of French classical organ music. However,
it is the battery of loud chorus reeds, the wide range of timbres and solo reeds, as
well as the full complement of Pédales de Combinaisons that indicate a movement
towards the French symphonic organ.

Like most of his contemporaries, Guilmant’s organ works fall into two main
categories – namely, concert repertoire (generally of symphonic character) and
liturgical works (generally more ‘severe’ and Gregorian in nature).

Although

Dupré wrote a large number of works inspired by liturgical themes and biblical
events, a relatively small number of his works are intended for a liturgical purpose.
The two primary exceptions to this, the Vêpres des Fêtes du Commun de la SteVierge (Op.18) and Le Chemin de la Croix (Op. 29), were both initially conceived
as improvisations, rather than written compositions.

In contrast, Guilmant composed a large corpus of works specifically intended for
performance in the Roman Catholic Mass. The collections L’organiste liturgiste,
Op. 65 (1884-1889), and Soixante interludes dans la tonalité grégorianne, Op. 68
(1884-1911), each contain music that is often simple and not at all virtuosic in
character. L’organiste liturgiste was originally issued in a two-stave format, thus
making the work playable on a two-manual harmonium (with or without pedals) – a
common instrument in smaller parish churches of the day. César Franck compiled
16

a similar collection of short liturgical pieces designed for performance on
harmonium, while composers such as Louis Vieme wrote more complex concert
works for the instrument. Guilmant’s collections reflect the amount of short organ
works required of French organists during the celebration of the Mass and other
services, such as Vespers. While Guilmant was capable of improvising all of the
required preludes, interludes and postludes, many parish church organists would
have been unable to fulfil this task credibly. The works in L ’organiste liturgiste are
intended to satisfy the requirements of such organists. Similar collections, such as
Toumemire’s L'Orgue Mystique do not meet this need, owing to the technically
demanding standard of the works.

L ’organiste liturgiste also illustrates the

dominance and reliance on plainsong melodies in French churches of the day (see
Example 1.1):

Example 1.1:
Guilmant - Ave Maria - Offertoire pour la fete de VAnnonciation (ou autres fetes
de la Ste Vierge) - mm. 1-13

17

Example 1.1 represents an adaptation of plainsong in its simplest form. Guilmant’s
treatment of the plainsong melody essentially involves the arrangement of the chant
into a metered structure, accompanying the chant (often in more than four parts),
and providing short interludes. The latter also reflects the liturgical practice of the
day involving the alternation of plainchant with organ interludes, a practice that
continued in France until the reforms of the Second Vatican Council in the early
1960s.

For the Vepres de la fete de Ste Cecile Guilmant provided the required number of
interludes to be interspersed with the sung chant. Although consisting of fewer
movements, this work is similar in structure to Dupre’s Vepres des Fetes du
Commun de la Ste-Vierge (see pages 59-60). However, the Guilmant work is less
grandiose and virtuosic than the Dupre work. The movements are shorter, simpler
and more classical in character. Polyphonic and fugal writing is very common, as
seen in Example 1.2:

Example 1.2:
Guilmant - Vepres de la fete de Ste Cecile - a Magnificat, Antienne du 4e ton. (Est
Secretum) - mm. 1-5
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Guilmant’s reverence of classical forms, a reverence embraced by his protege
Dupre, can be seen in his Sortie dans le style de Bach - Sur L ’antienne: Cantibus
Organis. This work is a homage to Bach, both in terms of its title, as well as the
fugal writing and the character of the thematic material (see Example 1.3).

Example 1.3:
Guilmant - Sortie dans le style de Bach - mm. 1-6
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However, this homage to the great master is not entirely faithful to the classical
fugal model.

The last few bars of the work include a sudden shift from very

restrained four-part writing to nine parts, as well as extreme registration changes
(see Example 1.4).
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Example 1.4:
Guilmant - Sortie dans le style de Bach - mm. 43-49

Guilmant did instill in Dupre a passion for liturgical and classical repertoire - in
particular, the works of Bach. However, his greatest influence on Dupre was surely
in the area of organ technique and interpretation.

Following the award of the premier prix d ’orgue, Guilmant expressed his
satisfaction with Dupre’s achievement.

‘ “My dear boy,” pronounced Guilmant, “I have dreamed in recent years of
establishing a school of organ-playing that would rival in its accomplishment the
traditions of excellence in centuries gone by. I believe my dream will live on in
you”.’ (Murray, 1985: 43)
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FIG. 4: Aristide Cavaille-Coll
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1.4

Charles-Marie Widor

‘Organ playing is the manifestation of a will filled with a vision of eternity. All
instruction, both technical and artistic, has as its aim only to educate a man to this
pure manifestation of the higher will.’
Charles-Marie Widor (Cited Murray, 1985: 51)

Like Dupré, Widor was born into a family that consisted of both organists as well
as organ builders and enthusiasts.

Widor himself acknowledges that he was

predestined to become an organist.1 In 1838, Widor’s father, François-Charles,
erected a large organ of four manuals and forty-eight stops in the church of SaintFrançois de Sales. François-Charles Widor was subsequently appointed organist at
this church.

He remained in this position for many years, and achieved

considerable recognition as a teacher and as an organist.2

Charles-Marie Widor was born in 1844, and began studying the organ with his
father very early in his development. At the age of eleven, Charles-Marie was
appointed assistant organist at Saint-François de Sales. Cavaillé-Coll was a close
friend of the Widor family. Widor saw his family’s relationship with Cavaillé-Coll
as pivotal in his becoming an organist:

1

Near, J, “Charles-Marie Widor – The Organ Works and Saint Sulpice,” The American Organist
XXVII/2, February 1993: 46
2
Ibid: 46
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‘It was always a festive occasion…whenever, M. Cavaillé-Coll, passing through
Lyon, was the guest of my parents. I was fourteen years old when at the table one
day he said something like this: “After Charles-Marie finishes school, he must go
and study in Brussels with the great organist Lemmens. I shall introduce him. I
have already sent him young Guilmant, from Boulonge-sur-Mer, who is so gifted
he can sight-read a piece of Bach’s, playing hands and feet at once!” ’
(Murray, 1998: 92)

Widor did go to Brussels in 1863 to study with Lemmens, and like Guilmant,
Widor also became a disciple of the Lemmens tradition. Widor’s routine involved
a private organ lesson each evening for several months. Lemmens instilled a
devotion to control and meticulousness in Widor. He cautioned Widor against
playing too fast, stating that speed was a shortcoming of youth.1 The discipline that
Widor demanded of his own pupils years later was first demanded of Widor during
his early studies with Lemmens.

Requiring a new work by Bach or another

classical composer at each lesson, Widor became accustomed to practising eight
hours a day.2

Lemmens was not highly regarded as a composer or improviser, compared with his
reputation as a teacher and performer.

However, he did impart to Widor an

understanding and appreciation of the importance of sympathetic liturgical
accompaniment in the development of an organist:

1

Murray, M, French Masters of the Organ, New Haven: Yale University Press, 1998: 96
Kooiman, E, (tr John Brock) “Jacques Lemmens, Charles-Marie Widor, and the French Bach
Tradition” The American Organist XXIX/3, March 1995: 60

2
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‘The organist mistakes his function if he neglects to observe the specific mood of
each service. Catholic ceremonies have each their own essential character; the
good organist will not fail to make his effects accord with the feelings the church
means to evoke in her liturgy.’ (Murray, 1998: 96)

Lemmens’ introduction of Bach’s organ works to the French came with
considerable authority as he claimed to possess a direct link with Bach himself.
This direct line to Bach is indeed true, although by the time Widor and Dupré made
their respective claims of descent, the line spanned at least six generations of
teachers and students.1

It is noteworthy that despite Lemmens’ dedication to Bach’s organ works, he did
not consider this music appropriate for performance in a liturgical context. Unlike
many of his disciples, he saw Bach’s music as lacking any spiritual dimension or
religious inspiration.2 However, most of Lemmens’ philosophies were taken to
Paris by his two greatest disciples, Widor and Guilmant. These philosophies, that
included absolute rhythmic precision, an almost motionless playing technique, and
fewer registration changes than were fashionable, became the characteristics of
perhaps the greatest French organ virtuoso, Marcel Dupré.

1

Kooiman, E. (tr John Brock) “Jacques Lemmens, Charles-Marie Widor, and the French Bach
Tradition” The American Organist XXIX/3, March 1995: 60
2
Murray, M, French Masters of the Organ, New Haven: Yale University Press, 1998, 95
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Widor quickly rose to prominence amongst the Parisian organ fraternity. At the age
of twenty-four he opened the new Cavaillé-Coll organ at Notre-Dame alongside
such distinguished figures as César Franck and Camille Saint-Saëns. A year later,
Widor was also part of a similar group for the opening of the new organ at LaTrinité. Widor was critical of the school of César Franck and the emphasis it placed
on improvisation in lieu of technique. However, in 1869 at the inaugural recital at
La-Trinité, Franck’s improvising ‘moved Widor unforgettably; it passed in theme,
form, and development, he said many years later, anything Franck wrote down.’1

The death of Lefébure-Wély in 1869 resulted in increased notoriety and prestige for
the aspiring Widor. Lefébure-Wély was the organist of Saint-Sulpice – a church
famous for its sumptuous liturgy, high social importance, magnificent Cavaillé-Coll
organ, as well as a rich tradition of organists including Clérambault and other
significant figures of the classical French school. Despite his inexperience and
youthfulness, as well as the fact that César Franck had applied for the position,
Cavaillé-Coll sought to have Widor appointed. There was considerable opposition
to the appointment, particularly as Widor had not graduated from the Paris
Conservatoire. Nevertheless, Widor was appointed to the position on a one year
trial basis from the first of January, 1870. The year passed without any mention of
terminating or confirming the appointment. Widor did not raise the issue with the
relevant authorities in case the outcome was not positive.

The terms of his

appointment never changed, a circumstance which amused Widor some time later:

1

Murray, M, French Masters of the Organ, New Haven: Yale University Press, 1998: 99
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‘ “It is like this,” Widor said to me at the end of his life, “I have been the
‘temporary organist’ of Saint-Sulpice for sixty-four years!” ’1

Despite being overlooked for the position of organist at Saint-Sulpice (as well as
suggesting a sense of admiration for Widor as an organist and composer), Franck
frequently made his way to hear Widor at Saint-Sulpice:

‘The mass at Sainte-Clotilde was at 9.00 on Sunday Mornings, and the mass at
Saint-Sulpice was at 10.30. Franck was known in the neighborhood, from the
Institute to the Boulevard Saint-Michel, as the man who ran in order to save time.
At the moment of the service, he crossed through Saint-Sulpice to shorten his
route; he looked at the tribune and often noticed the velvet cap of father Cavaillé in
the balcony of the organ. Sometimes he climbed the 67 steps, other times he
listened from below and then took off running again.’ (Cited Near, 1993: 50)

It was his appointment to Saint-Sulpice that confirmed Widor’s place in the
development of the French Symphonic Tradition. Having already composed a
significant amount of music for the ballet and opera, as well as chamber and
orchestral works, Widor, like many of his contemporary organists, may have
overlooked organ composition entirely. He attributed his compositions for the
organ to the quality and variety of Cavaillé-Coll’s largest organ. ‘Had I not felt the
allure of these timbres, the mystical spell cast by these waves of sound, I would not
have composed for the organ.’ 2
1

Dupré, M, Recollections, tr R Kneerman. Paris: Bornemann, 1978: 46
Widor, C. M, “Les orgues de Saint-Sulpice,” in Gaston Lemesle, L’église Saint-Sulpice (Paris:
Bloud & Gay, 1931): 138. Cited Near, J, “Charles-Marie Widor – The Organ Works and Saint
Sulpice,” The American Organist XXVII/2, February 1993: 51
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Although Franck had composed his Grand Pièce Symphonique in 1866, the
publication of Widor’s Organ Symphonies 1-4, Op. 13 in 1872 represented the first
works for solo organ to be specifically entitled symphonies.

This form was

emulated by many organist composers after Widor – most notably, Louis Vierne.
Marcel Dupré also composed two works representing this important genre, namely
the Symphonie-Passion, Op. 23 (1924) and the Deuxième Symphonie, Op 26
(1930). Évocation, Op. 37 (1941), subtitled Poème Symphonique also indicates the
influence of this unique form.
Widor’s organ symphonies were unique in their grandiose scale, as well as for their
overtly romantic1 character. Widor himself, in the preface to a later edition of the
symphonies (1876), explains in detail the concept behind the composition of these
extraordinary works. Widor explains that prior to the advent of the romantic organ,
instruments possessed two basic colours – ‘black and white’. By this Widor is
referring to foundation and mixture stops.

Widor also suggests that early

instruments had practically no reed stops. However, this is clearly not true. Both
German and French baroque and classical instruments of significant proportions
did possess a number of reed stops, however, Widor is obviously referring to the
subtleties and variety of timbres achieved in romantic reed stops. Widor also
points out the significance of the newly developed swell box in the evolution of the
instrument. Despite his undoubted affection for organ music of the baroque period,
Widor outlines the many shortcomings of early instruments. As he saw it, these
shortcomings needed to be remedied.

1

In this thesis, the terms ‘Romantic’ and ‘Romanticism’ refer to the genre of nineteenth and earlytwentieth century music that favours grandeur, picturesqueness, passion and emotion, rather than
strict classical structures and forms.
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‘The solution to the problem had to wait until 1839. The honour for this belongs to
French industry and the glory to Mr. A. Cavaillé-Coll. It is he who conceived the
different wind pressures, the double action of the wind chests, the systems of
combination pedals and ventils, he who first employed Baker’s pneumatic motors,
created the family of harmonic stops, reformed and perfected the mechanism in
such a way that every pipe low or high, strong or weak, instantaneously obeyed the
command of the finger, the touch becoming as light as a piano’s, the resistance
being removed and the concentration of the instrument’s strength made
manageable. From this resulted: the possibility of keeping an entire organ in a
sonorous cell to be opened or closed at will, freedom of association of timbres, the
means of intensifying or moderating them gradually, independence of rhythms,
security of attacks, balance of contrasts and finally a great blossoming of
marvelous colours, a whole rich palette of the most diverse sounds – harmonic
flutes, gambas, bassoons, English horns, trumpets, voix célestes, flue and reed
stops of a quality and variety hitherto unknown.’ (Widor [1991]: xi)

Whilst this extraordinary exclamation of gratitude may be a little exaggerated, it
does indicate many of the revolutionary applications of organ design that were
brought to fruition by Cavaillé-Coll.

It is true that the organ in France was

remarkably advanced for its time, although many of these developments were also
taking place in both England and America. Widor goes on the explain the ability of
the organ to produce a dynamic range equal to that of a symphony orchestra, as
well as the instrument’s capability of giving ‘rise to religious ideas’. He also
makes the point that composing for orchestra and organ will always be very
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contrasted tasks, particularly as the organ is not capable of achieving accents in the
same way that orchestral instruments are. Widor makes the point that successful
organ performance relies so heavily on a sense of rhythm and, as a result, he has
refrained from writing poco ritenuto in any of the symphonies. “…He does not dare
for fear that the interpreter’s exaggeration will weaken or interrupt the piece’s
flight”.1 This last comment reflects the performance practice of the day to stretch
the sense of meter beyond reasonable limits – a frequent observation of the
performance of such organists as César Franck. Widor concludes his preface by
stating his pleasure in seeing music now being performed with a faithful regard for
the composer’s intentions:

‘With the consummate musicians of today…the composer is more certain of seeing
his intentions realised and his implications divined. Between the performer and
himself there is a constant collaboration, which the growing number of virtuosi
will render even more intimate and more fruitful.’ (Widor [1991]: xii)

It is significant that Widor has taken this opportunity to comment on so many
performance practices and trends, without focusing entirely on the works he was
prefacing. The standard of organ playing in Paris at this time was generally very
poor (see page x). Widor set about rectifying this shortcoming when he assumed
the organ professorship at the Conservatoire in 1890. Widor’s appointment was
considered to be remarkable - particularly as he had never studied at the

1

Widor, C. M, (n.d.). Symphonies, Op. 13 et 42, pour Orgue, Maison J. Maho and J. Hamelle, Paris:
xii [reprinted as Complete Organ Symphonies, Series I, New York: Dover, 1991]
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Conservatoire, and also, as he was not in agreement with the philosophies of his
predecessor, César Franck1.

Like Guilmant, Dupré was exposed to the work of Charles-Marie Widor from a
very early age. Widor’s reputation was known to the young Dupré before the two
organists actually met. At the age of four, Marcel Dupré became acquainted with
the very famous Widor in remarkable circumstances. Widor was visiting Rouen to
play the dedicatory recital of Cavaillé-Coll’s new organ in the church of SaintOuen. This important and high profile event was also marked by the composition
of Widor’s Symphonie-Gothique. While Widor was rehearsing in Saint-Ouen,
surrounded by a group of Rouen organists (including Albert Dupré), the four-year
old Marcel escaped from the family maid in an attempt to meet the famous
organist:
‘… I was gone in a flash, stealing my way to a nearby staircase which led to the
organ loft…When I reached the organ loft, out of breath, Widor had just begun to
play…I did not budge, my eyes glued on the hands of the maître. When he
stopped playing, I went right up to him. “You play very well, Monsieur, but my
papa plays well also.”…The whole town knew the story. Of course, I received my
little scolding when we returned to the house; but secretly, I was quite pleased with
my little expedition.’ (Dupré, 1978: 8)

Just as Guilmant had done, Widor went on to assume the role of teacher, mentor
and friend to Dupré:

1

Murray, M, French Masters of the Organ. New Haven: Yale University Press, 1998: 114
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‘For seven years, twice a week – Mondays and Thursdays after class – Widor took
me to lunch at Foyot’s…Widor knew everyone at Foyot’s: senators, writers,
painters, the entire Parisian artistic elite. He introduced me to many of them.’
(Dupré, 1978: 46)

Widor was highly regarded among the artistic, ecclesiastical and cultural
fraternity.1 This was another important influence on Dupré, particularly in his
career as a travelling virtuoso and cultural ambassador. The benevolence and
almost fatherly nature of Widor towards his pupils was a characteristic displayed in
later years by Dupré toward his own pupils: ‘Beneath a cold appearance Widor had
a warm and generous heart. I witnessed many of his acts of kindness to unfortunate
artists.’2

Widor remained a paternal figure towards Dupré throughout his life. It is likely
that this father-son relationship contributed to the rivalry between Dupré and
Vierne (see pages 53-59).3 Like Guilmant, Widor also saw Dupré as his successor
– as attested in the maître’s resignation from Saint-Sulpice at the end of 1933:
‘…after the Mass on the last Sunday of the year, he took me to the Institut. “Sit
down. I am going to write my letter of resignation to the pastor of Saint-Sulpice.”
I felt a sudden pang in my chest. “But maître, why? I am here to help you.” “I
have made up my mind,” he said quickly.

“I have lost my mind, and,

consequently, I am losing my technique.” He confided this to me so calmly that I

1
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was quite shaken. And he continued, “I have reasons to see you succeed me while
I am still alive – you have always been my disciple”.’ (Dupré, 1978: 51)

Apart from Widor’s respect for Dupré, the quotation above highlights the
importance of the church of Saint-Sulpice in the life of both organists. SaintSulpice remains to this day one of the most distinguished positions for organists in
France. Dupré’s initial appointment as Widor’s assistant was also a catalyst in his
establishment as a reputable organist. As Dupré had not yet been awarded the
prestigious Premier Prix, Widor auditioned him for the position. However, Dupré
was unaware that he was being auditioned until Vierne later confided a
conversation that had taken place between Widor and Vierne:
‘ “This morning your prelude was in the key of B-flat, your recessional in E minor,
and your postlude in B.” “How did you know that? You were there?” “No, but
‘he’ reentered the church, heard everything; and said to me later, “I shall take him,”
and he even added, “Are you sure he improvised? It seemed written”.’
(Dupré, 1978: 45)

The organ of Saint-Sulpice, which has always been regarded as one of CavailléColl’s masterpieces, possessed 5 manuals and 100 stops.

Widor was entirely

committed to this instrument and to the church of Saint-Sulpice. He regularly
made his way to Saint-Sulpice to hear his beloved instrument and his designated
successor long after infirmity prohibited him from undertaking the duties of
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organiste titulaire.1 During his time as organist, he often performed his own
symphonies as part of the liturgy, as well as many of the works of Bach, in
particular the choral preludes. In addition to technique, Widor always stressed the
importance of spirituality in organ playing: ‘…contemplation of beauty is a form
of contemplation of God. Beauty, art, is an approach to God, a path to Him.’ 2
Widor’s organ symphonies were performed by Dupré, as well as serving as models
for his own compositions. Dupré frequently performed the works, as well as
recording movements from the Fifth, Sixth and the Ninth Symphonies.

The

symphonies themselves are remarkable for their use of symphonic timbres and the
specificity of performance directions, apart from than their musical interest. Of
course, they are extraordinary works in terms of their musical innovation and
romantic expression. The performance of Widor’s organ symphonies requires a
highly developed manual and pedal technique, as well as a profound understanding
of musical subtlety and expression.
Apart from their powerfully romantic character, the symphonies are probably most
innovative in terms of their length and in the number of contrasting movements.

As well as great contrasts in timbre between movements, the movements
themselves illustrate Widor’s extraordinary compositional ability and flexibility in
so many styles, forms and structures. For example, Symphony No. 1 possesses
seven highly contrasted movements, each requiring demanding and greatly varied
playing techniques and interpretation.

1
2
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1.5

Widor – Symphony No. 1 – Op. 13:
The establishment of the French organ symphony

The purpose of the present study is not to analyse the organ symphonies of CharlesMarie Widor. However, the composition and development of these works was
pivotal in the development of the French Symphonic Tradition. These colossal
works served as a compositional textbook for Marcel Dupré and his
contemporaries. Widor demonstrated the techniques for effectively controlling and
manipulating the instruments of Cavaillé-Coll to their greatest effect. He achieved
this task while always maintaining the highest level of compositional sophistication
and variety. Unlike many other schools of organ composition over the centuries,
the French Symphonic school sought to use the innovations and dramatic powers at
its disposal without stooping to music that was trite and lacking integrity.
Obviously, this cannot be said for all French organist-composers of the latenineteenth century.1

The symphonies that constitute Opus 13 are not as refined or imaginative as
Widor’s later symphonies, but are rather collections of short works that explore the
tone colours of the symphonic organ. The works would have provided Widor and
others with a great deal of material for use in the liturgy and concert performance.

1

Composers such as Louis James Alfred Lefébure-Wely (1817-1869) and Antoine Edouard Batiste
(1820-1876) held prominent positions and published a substantial amount of solo organ music in the
mid-nineteenth century. However, the fact that this music has virtually disappeared from the
repertory is largely an indication of its quality.
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However, Opus 13 would have been most useful to future generations of organists
as a model for composition. Classical forms, such as the prelude, fugue and toccata,
were re-introduced to the organ in a way that utilized the tonal and mechanical
resources of the nineteenth century French instruments of Cavaillé-Coll. While
nineteenth century forms, such as the pastorale, intermezzo, minuet, scherzo and
march, became standard in the French organ repertoire.1

1
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1.5.1

Widor - Symphony No. 1 - Op. 13: Movement I - Prelude:

The opening of the Prelude from Symphony No. 1, Op. 13 immediately highlights
the importance of a secure pedal technique, a dominant feature of the Lemmens
School of organ playing. This movement also features strict imitation, almost to
the point of being loosely fugal. This characteristic is present in many movements
from the organ symphonies (see Example 1.5).

Example 1.5:
Widor - Symphony No. 1 in C Minor - Prelude (Movement I) - mm. 1-10
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1.5.2

Widor - Symphony No. 1 - Op. 13: Movement II - Allegro:

Much more homophonic in texture and significantly faster in tempo, the second
movement of Symphony No. 1 represents a dramatic contrast to the opening
movement. The movement also highlights flute and string timbres, as compared
with the reed colours of the Prelude. A common characteristic of both movements
is the use of frequent manual changes for contrast. However, extreme registration
changes are not a significant feature in either of the movements.

The Allegro

movement is also unusual in that the pedal registration is not based on a 16-foot
stop (see Example 1.6). This was not a common element in French organ music
since the eighteenth century.

It did become a much more common practice in

symphonic organ compositions, several examples being found in the music of
Marcel Dupre (for example, Variations sur un Noel, I l f Variation [see pages 159160]).

Example 1.6:
Widor - Symphony No. 1 in C Minor - Allegro (Movement II) - mm. 1-5
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1.5.3

Widor - Symphony No. 1 - Op. 13: Movement III - Intermezzo:

Reverting to a similar registration of reed colour as the Prelude, the Intermezzo is a
virtuosic scherzo that is characterised by ‘terraced’ dynamic contrasts.

This is

achieved largely by frequent and abrupt manual changes resulting in echo effects.
This movement also represents the development of a tremendously important genre
of the French Symphonic Tradition, that is, the organ toccata. The playing of rapid,
broken chords on the manuals with a slow, almost chorale-like pedal line (see
Example 1.7) was to become a compositional style synonymous with Widor and his
contemporaries, especially Dupre.

Dupre’s Prelude in g, Op. 7 is particularly

similar to the Intermezzo (see pages 143-147).

Example 1.7:
Widor - Symphony No. 1 in C Minor - Intermezzo (Movement III) - mm. 4-11

1.5.4

Widor - Symphony No. 1 - Op. 13: Movement IV - Adagio:

The expressive mysticism of Roman Catholic liturgical organ music is immediately
obvious in the rich texture, quiet dynamics and Voix Celestes registration of the
Adagio (Movement IV).

This mysticism, that was to become such an important

characteristic of this genre, is also a result of the chromaticism and the complex
harmonic vocabulary of the movement (see Example 1.8).

Example 1.8:
Widor - Symphony No. 1 in C Minor - Adagio (Movement IV) - mm. 1-4
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1.5.5

Widor - Symphony No. 1 - Op. 13: Movement V - Marche Pontificate

The intrinsic link between the Roman Catholic church and the French Symphonic
organ tradition is evident even in the title of Movement V of Symphony No. 1.
However, Marche Pontificale is by no means a stately and solemn march as the
title might suggest. It is in fact a moderate and joyous exclamation characterised
by dotted rhythms and antiphonal sections to be played on the organo plenum.
There is no registration given at the opening, but rather, it is simply marked fff.
Like many French Symphonic organ works played on full organ, the antiphonal
sections of this movement are pitched very high on the manuals. With four 16’
foundation stops to be found in the Grand-Orgue at Saint-Sulpice, the effect of
these passages played on full organ (complete with octaves-graves couplers) would
undoubtedly have been thunderous. This combination of 16’ stops with octavegraves couplers would also eliminate the distance between the manual and pedal
pitch ranges at the opening section. The frequent use of octave pedaling in this
movement results in a still more powerful and dramatic effect (see Example 1.9).

Example 1.9:
Widor - Symphony No. 1 in C Minor - Marche Pontificale (Movement V) - mm. 1-7

1.5.6

Widor - Symphony No. 1 - Op. 13: Movement VI - Meditation

The simplest, shortest and most austere movement of Symphony No. 1 is Movement
VI, Meditation. Although it contains a small amount of chromaticism in the middle
section, the movement is essentially a beautiful and slow ‘cantabile’, almost to the
point of being retrospective.

It is the only movement of the symphony that is

almost totally devoid of both registration and manual changes. A small number of
modest climaxes are achieved only by the use of the swell-box.

Example 1.10:
Widor - Symphony No. 1 in C Minor - Meditation (Movement VI) - mm. 1-12
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1.5.7

Widor - Symphony No. 1 - Op. 13: Movement VII - Finale

Although most romantic organ symphonies concluded with some sort of full organ
toccata, the movement that concludes Symphony No. 1 is a rigorous fugue. The
fugal form maintained its importance in the repertory despite all of the innovations
of the period. However, the registration of the Finale is almost unique. Most
‘symphonic’ fugues, including numerous examples by Dupre, involved the gradual
building-up of registration resulting in a powerful climax. However, the fugue that
concludes Symphony No. 1 is played on organo plenum throughout. In most other
respects, the fugue is indeed typical of its period.

It is highly chromatic, it

possesses tied notes and other syncopation, and it is virtuosic (see Example 1.11).

Example 1.11:
Widor - Symphony No. 1 in C Minor - Finale (Movement VII) - mm. 14-25

1.6

Albert Schweitzer

Although Albert Schweitzer was not a teacher or mentor to Dupré, his influence on
Dupré’s career was significant. Unlike Lemmens, Schweitzer identified the organ
works of Bach as containing intense spirituality and religious magnitude.
Schweitzer’s Bach recordings remain to this day some of the most insightful and
overtly expressive interpretations of the works.

Schweitzer also saw the need for introducing Bach to the French. As well as
performing and editing the organ works of Bach, Schweitzer wrote his two volume
text, simply entitled J. S. Bach. In this mammoth work, Schweitzer’s primary goal
was to educate the French in all of Bach’s musical output:

‘I had to promise him [Widor] that I would spend the autumn vacation of 1902 in
writing an essay on the nature of Bach’s art for the students of the Paris
Conservatoire…It had also become clear that this would expand into a book on
Bach…If the difficulties in such a subject made me fear that I had ventured on a
task beyond my powers, I consoled myself with the thought that I was not writing
for Germany, the home of Bach scholarship, but for France, where the art of the
Precentor of S. Thomas’s was still practically unknown.’
(Schweitzer, 1931: 76)

The two volume book, complete with a preface by Widor, was a great success and
went on to be enlarged and translated into English and German.

43

Schweitzer studied with Widor and, like Dupré, was destined to achieve great
success as a recitalist and liturgical organist, as well as a musicologist. However,
Schweitzer abandoned his aspirations as an organist in order to pursue a ‘higher
calling’:

‘…I was there the day he told our maître of his decision to leave for Gabon. There
he planned to build a hospital to care for the African natives. Widor tried to
persuade him to abandon the project, pointing out that it would mean interrupting
the important work he had already undertaken, especially his research on the life
and works of Bach. Schweitzer respectfully replied, “I know, maître, but God calls
me to this task!” The next day at lunch I asked Widor if he had been able to
convince Schweitzer to change his plans. He turned to me and said, “Well, Dupré,
what can you do when a man says to you God calls me?”.’ (Dupré, 1978: 54)

In addition to his famous achievements in the medical field, Schweitzer contributed
a wealth of knowledge and insight to the area of organ performance and
musicology.

His passion and ingenuity across the contrasted fields of theology,

musicology and medicine contributed to his extraordinary international profile. In
his autobiography, Schweitzer identifies the breadth of his activities: ‘ “In Africa he
saves old niggers, in Europe old organs,” is what my friends say of me’.1

1

Schweitzer, A, My Life and Thought, tr C. T. Champion, London: George Allen and Unwin, 1993:
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A letter from Schweitzer to Dupré in 1952 poignantly highlights the vast contrast
between the careers of Widor’s protégés:

‘Dear Friend,
You are kind enough to play the organ for the film ‘Il est minuit, Dr
Schweitzer’ and to extend that kindness so far as to present to my hospital as a gift
what was owed to you for your collaboration! I was more deeply touched than I
can say by the cheque I received, and I am writing to you to express my deep
gratitude. Your gift will be used to buy rice to feed some lepers (we are caring for
350)…Looking forward to seeing you and hearing you in October. And thanks
again in the name of my lepers.’ (Schweitzer, 1952)

Schweitzer never abandoned his love of the organ, and especially, his fondness for
both the organ at Saint-Sulpice and Marcel Dupré. Dupré recalled: ‘He returned to
Paris almost every two years, and he never failed to come to Saint-Sulpice. Seated
beside me on the organ bench, just as he had sat with Widor, he listened to me play
his favorite instrument.’1 Despite Schweitzer’s open preference for mechanical
action instruments,2 he often expressed his reverence for the instruments of
Cavaillé-Coll:

1
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‘The best organs were built between about 1850 and 1880, when organ-builders
who were artists availed themselves of the achievements of technical skill to
realize as completely as they could the ideals of Silbermann and the other great
organ builders of the eighteenth century. The most important of them is Aristide
Cavaillé-Coll, the creator of organs at S. Sulpice and Notre Dame in Paris. The
organ in S. Sulpice – completed in 1862 – which, apart from a few deficiencies, I
consider to be the finest of all the organs I know, functions as well to-day as in the
first days of its existence, and if it is kept in good condition it will do the same for
two centuries hence.’ (Schweitzer, 1933: 91)

Schweitzer’s work was a great inspiration to Dupré – no doubt, these feelings were
reciprocated. Schweitzer saw organ music and spirituality as inseparable. Dupré
recounts the significant role that he and Schweitzer played in the development of
the French Symphonic Tradition:

‘Schweitzer’s last visit to Saint-Sulpice is a wonderful memory for me. It was on
the Feast of All Saints. After the service he asked me to go with him to the crypt
in order that he might pray at Widor’s tomb. We decided to go at two o’clock that
afternoon…Afterward, we returned to the nave of the church; and when we were
alone, Schweitzer led me to the centre, stopped, then, turning toward the organ
loft, said to me, “We are among the last representatives of an era when two great
organists, Guilmant and Widor, pioneered a glorious future for the organ”.’
(Dupré, 1978: 56)
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Although Schweitzer and Dupré both drew enormous inspiration from Guilmant
and Widor, they each moved in very different directions as organists. Schweitzer’s
views concerning organ reform led to the Orgelbewegung in Germany in the 1920s.
This movement, which criticised romantic organ building and organ music, was
abhorrent to Dupré (see page 110).
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1.7

Louis Vierne

Louis Vierne was another significant figure of the French Symphonic Tradition,
although he did not enjoy the outward happiness and prosperity of his younger
colleague, Dupré. The professional and personal lives of Vierne and Dupré were
closely linked at one time. However, the fact Dupré did not include a chapter on
this important figure in his memoirs is a clear indication of the rift between them.

Dupré met Vierne, like so many other important composers, through his family,
and spent many childhood vacations with the already successful and renowned
Vierne. Dupré recollects several summer vacations spent with Vierne at the Dupré
family summer home The Villa Julia Marie.
‘…there stood an old barn which we converted into a music room. A practice
pedal-board was kept there, and each summer a piano was brought from Rouen.
There I worked and composed each summer. It was there, in 1912, that Louis
Vierne, who spent several vacations with us, wrote his Third Organ Symphony,
which he kindly dedicated to me.’ (Dupré, 1978: 56)

The inscription made in a copy of the symphony given to Dupré by the composer
reaffirms the mutual respect and admiration that once existed between the two men:
‘To my great interpreter Marcel Dupré, to whom I have dedicated this work, I give
this copy in appreciation of his marvelous performance on March 12, 1912. L.
Vierne, April 17, 1912.’ 1

1
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Vierne clearly recognized Dupré’s extraordinary ability, even as a child:

‘In addition to the recital at Rouen Exposition I gave a private performance on the
enchanting organ at Saint-Ouen. Marcel Dupré came to both, and pulled stops for
me with a precision all the more remarkable in that I played without music and
therefore he had to remember by heart the numerous and tricky changes of stops in
various numbers. But that little chap was music itself. His awakened curiosity
overlooked no detail and his remarks filled me with amazement and admiration.

The next year he was appointed organist at Saint-Vivien in Rouen. He was eleven
years old – certainly the youngest organist in France, and probably the world. And
yet he remained a child…’ (The Diapason, April 1939: 8)

Initially a disciple of César Franck, Vierne was also greatly affected by the
expressive and spiritually emotive capabilities of the organ. As a ten year-old,
Vierne was particularly moved and inspired by Franck’s playing and
extemporization at Saint-Clotilde.

He wrote: ‘It is beautiful because it is

beautiful…I don’t know why. It is so beautiful that I would like to do as much and
then die just after.’1 The life of Vierne was indeed characterised by such moments
of exultation interspersed with enduring periods of tragedy and illness.

When Widor assumed the professorship of the organ class at the Conservatoire on
the 11 December 1890, the preliminary reaction of the class was overwhelmingly
negative. The appointment was also considered disrespectful to the memory of

1
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Franck because of its haste.1 Vierne’s own recollection of the first class also
indicates the trepidation of the participants and their dislike for the new professor:

‘His declaration made, Widor set to work. “We shall proceed in order. I draw at
random from my list. Monsieur Burgat, play me something.” And Vierne never
forgot how “the poor wretch, more dead than alive,” was kept on that dunce’s stool
nearly an hour and a half. He played the Allegro form Vivaldi’s Concerto in G
Major, transcribed by Bach, a piece supposedly not difficult, but which became
extremely so when it had to undergo all the master’s demands. Widor made him
start each bar over again dozens of times, explaining everything with merciless
logic, only passing to the next after obtaining execution perfect ‘to a hair’ as they
say nowadays: strict legato in all the parts, precisely articulated repeated notes, tied
common tones, punctuation, breathing, phrasing, nuances according to a plan.
Everything was dissected, criticized, justified with marvelous clarity. We were
dumfounded, flabbergasted-and discouraged, since we realized we knew nothing
whatever of all those technical details.’ (Murray, 1998: 110)

It is impossible to know if Widor had intended to shock the class into realizing just
how little they knew concerning organ technique, or if he himself was merely
reacting to his own shock and dismay at the standard which he encountered. To
add to this unfortunate organist’s humiliation, Widor proceeded to perform the
work with perfection on the ailing instrument at the Conservatoire.

1
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‘ “Willpower cannot make a bad instrument good,” he said, rising to leave, “but it
can make the best of available resources and give an illusion of something artistic.
Don’t you agree?” Vierne, Libert, Tournemire and the others took Widor’s words
and actions as a slap in the face.’ (Murray, 1998: 115)

Although Vierne outlined that the class, in time, came to appreciate Widor’s
abilities and insights, in the eyes of the most of the class, Widor never assumed the
paternal persona of their former maître. However, Widor must be credited with
creating an extraordinary transformation of organ playing in France. The likes of
Vierne may never have realised careers as international virtuosi had it not been for
Widor’s intervention. Above all, Widor stressed to this new generation of Parisian
organists the importance of creating music on the organ (as opposed to mere
technical mastery):

‘ “Alas!” Widor would exclaim: “Organists never listen to themselves…To hear
some organists, you would think their instrument exempt from the duty of making
scores intelligible…Should the organ be content with an insufferable rumbling
having no artistic meaning? But why? Music is a special language, I grant you,
but it has its requirements of expression just like a spoken language…As to the
devices of punctuating and breathing, one may proceed by analogy with the bowed
or wind instruments, never forgetting that the organ can make use of these devices
only by mechanical intermediaries, and that one should therefore punctuate with
moderation, breathe less often, phrase more broadly”.’ (Murray, 1998: 119)
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Widor saw fit to appoint Vierne as his deputy at Saint-Sulpice in 1892, overlooking
the fact that he had not yet been awarded the Premier Prix in organ. In 1894, when
Vierne did win the Premier Prix, he was also named Widor’s assistant at the
Conservatoire. In this capacity, Vierne was responsible for the class in Widor’s
absence and he also decided who should be admitted to the class itself.

Vierne had achieved considerable success as Widor’s assistant at both the
Conservatoire and at Saint-Sulpice. However, in 1900, Vierne’s reputation went
from that of successful recitalist and teacher to internationally famous virtuoso.
The main factor in his rise to fame was his appointment as organiste titulaire of
Notre-Dame de Paris.

Vierne’s application for the position was not without

significant reservations. The position was not well paid and did not bring with it
the prestigious weddings and funerals of other churches such as Saint-Sulpice, due
to the cathedral’s comparatively poor parish compared with that of other Parisian
churches. Despite the conditions, the post attracted almost one hundred applicants
– including many of France’s most competent organists.

Another reason for

Vierne’s fears in applying for the position were concerns of failure.

Widor had described Vierne as being ‘appallingly sensitive.’1 This sensitivity
brought with it grave fears of personal and professional embarrassment if he did not
obtain the sought-after position. Nevertheless, Vierne did apply for the position,
largely as a result of Widor’s encouragement, and was subsequently awarded the
post.

1
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‘The day of competition finally arrived…The jury, headed by Widor, included
Guilmant, Gigout, Périlhou, Dallier, Deslandres, and Father Geipitz…After
finishing I went down into the church to listen to my rivals. Two were excellent,
and this only added to my fear of failure. The trials over, I went back to the organ
loft, where the jury was coming in.

Widor announced the result.

I was

unanimously, and with felicitations, awarded first place.’ (Murray, 1998: 132)

Vierne was proclaimed to be the ‘organist of the Chapter of the Metropolitan
Basilica of Notre-Dame de Paris.’1 He commenced his appointment on the Feast of
the Ascension, 24 May 1900.

It was at Notre-Dame that Dupré’s involvement with Vierne increased. Events at
Notre-Dame also resulted in the dissolution of the friendship between the two
organists. Although a healthy rivalry would certainly have always existed between
Dupré and Vierne, both men held the other in high esteem. As well as Vierne’s
dedication of his Third Symphony to Dupré, Dupré had also dedicated two of his
earlier works to Vierne (Élévation [for harmonium] Op. 2 and Sonata [for violin],
Op. 5).

The teaching and performance philosophies of Dupré and Vierne were very similar
(primarily because of the influence of Widor):

1
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‘…when Dupré took over, organ teaching at the Conservatory didn’t change
radically, because most of the organ pupils were studying privately on the side
with Vierne, even though they were students of Gigout at the Conservatory. Dupré
was a pupil of Vierne, so the teaching was very much the same.’
(Christiansen, 1987: 60)

Accounts of the friendship and professional admiration of the two men are also
very common:

‘Louis Vierne and Marcel Dupré are both organists of the Grand Orgue at NotreDame…Both of them play without notes, except when a single line of melody in
manuscript is used as a basis for improvisation. When I arrived at the console,
Vierne was playing and Dupré was on the bench beside him, both talking very
intently…There is an affectionate friendship between these two musicians that is
good to see, and I can readily understand how each might be inspired by the work
of the other.’ (Bidwell, 1922: 368)

This account gives no indication of the bitter rivalry that was already beginning to
exist between the two organists.

Vierne was constantly hindered by difficulties with his health. Problems with his
eyesight eventually resulted in blindness.

In 1916, Vierne asked Dupré to

substitute for him for the period of five months so that he could undertake
extensive treatment in Lausanne. Owing to numerous complications, this period
was extended to almost five years.
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Had the period of substitution been a mere five months, there would almost
certainly not have been any tension.

However, as the time elapsed, Dupré’s

popularity and fame increased – during which time, he was always associated with
Notre-Dame. Part of the reason for his rise to prominence was the awarding of the
Grand Prix de Rome.

Although the incident was generally regarded as a misunderstanding on the part of
the media, tensions rose dramatically as a result of the following press statement:
‘Notre-Dame (Cathedral), the Grand Orgue of which rivals in importance that of
Saint-Sulpice, perhaps superior in beauty, has as titular, until recently M. Louis
Vierne, then M. Marcel Dupré, Grand Prix de Rome.’

1

This article appeared approximately three years after Vierne went to Lausanne. For
this reason, some confusion on the part of the media was to be expected. The
association of Dupré with Notre-Dame was compounded by the success he
achieved during this time. His international career was gaining momentum, and his
close association with Claude Johnson, the co-founder and managing director of the
Rolls-Royce company (see pages 73-74), also occurred at this time.

It is obvious that Dupré was highly ambitious. However, it is also unquestionable
that Vierne was troubled and threatened to the point of paranoia. The combination
of these two elements brought about an extended period of distrust and personal
criticism.

1

Le Guide du Concert (La Musique Religieuse) December 20/27, 1919. Cited Smith, R. Louis
Vierne: Organist of Notre-Dame Cathedral, New York: Pendragon Press, 1999: 331
55

In addition to the previously mentioned press statement that appeared in Le Guide
du Concert (1919), Dupré was described in various American and Canadian
concert programs and newspapers as Organiste de Notre-Dame. This was probably
the result of Dupré having been given the title Organiste à Notre-Dame by the
authorities at Notre-Dame.

Dupré requested this title for use in his concert

programs as distinct from Vierne’s title of Organiste de Notre-Dame. Vierne did
consent to this request, although based on an entry in his journal, his decision was
not without serious reservations: ‘I should have considered the fact that his not
being satisfied with the title of suppléant, as I, myself, had been when I replaced
Widor at Saint-Sulpice, implied on his part a lack of modesty, regrettable at the
least, and possibly hiding some duplicitous motive.’1

The tension between Dupré and Vierne raged for a number of years. Vierne was
crushed when in 1923 Dupré was awarded the Croix de Chevalier of the Légion
d’Honneur. Vierne had expected to receive this award, certainly before it was
bestowed upon Dupré. To find out also that Dupré was given the honour with
Widor’s recommendation was unforgivable in Vierne’s mind.

This rather

unfortunate turn of events also resulted in Vierne becoming increasingly upset
about Dupré’s title of Organiste à Notre-Dame. Vierne was quoted in the London
press as stating that, apart from himself, those who claimed to be the organist of
Notre-Dame Cathedral were ‘imposters’.2

A concert program in 1924 also
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contained the following proclamation:

‘M. Louis Vierne is the only organist

authorized to use the title of Organist of Notre-Dame de Paris.’

1

In a letter from Widor to Dupré on the 17th of March, 1924, Widor expressed his
bewilderment about the bitterness and resentment between his two students, and
displeasure that this enduring argument had become such a public affair:

‘I have been sent some clippings from English papers that are apt to lead to rivalry
between two men whose profession is to deal with harmony. To what purpose?
The facts are as follows: Vierne has been organist of Notre-Dame since 1900, I
believe. From 1916 to 1919 you filled his place, thus keeping his post open. The
archiprêtre de Notre-Dame, as a fair acknowledgement of the services you
rendered in these tragic years, conferred on you the title of ‘Organist of the Great
Organ.’ What is the object of such articles? I fail to understand.’
(Smith, 1999: 339)

Clearly, Widor saw nothing unreasonable in Dupré’s title and his use of this title.
However, the situation was never resolved as Dupré and Vierne never spoke to one
another again. Dupré’s career certainly didn’t suffer any long-term set backs as a
result of this. However, his anger resulted in him ceasing to include Vierne’s
works in concert programs. The infamous controversy was so well-known and
enduring that students did not bring Vierne’s works to the organ class under the
professorship of Dupré. A young American organist, G. Huntington Byles, was
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one of very few organists who was willing risk a confrontation with Dupré (albeit
thirteen years after the height of the tension). Dupré’s attitude had not softened:

‘…[The young man] came from the middle-west, and was kind of a smart aleck.
He sat down, and the first time he played for Dupré, he played the Carillon de
Westminster of Vierne. It was reported to me that when he had finished, Dupré
said only one word, and that was “Rubbish!” ’ (Smith, 1999: 339)

It is also possible that Dupré’s dislike for Vierne was so intense that he attempted
to suppress all knowledge of his own work, Élévation, Op. 2, merely because it was
dedicated to Vierne. Dupré drew up several catalogues of his works at different
stages. In each of Dupré’s catalogues, Vierne’s name is omitted as the dedicatee.
In the composer’s own 1963 catalogue, he deleted the work entirely.1

Despite the difficulties that had taken place, Vierne acknowledged Dupré’s talent
and success when composing his memoirs:

‘He has gone far, indeed. In a very short time he appeared in public, first in the
provinces, then in Paris. His brilliant recital at the Salle Gaveau in March, 1912,
still lives in every memory…Last year [1935] he made his fifth brilliant tour in
America…
So much for the virtuoso. As a composer he won in 1909 the first prize in
Fugue in Widor’s class, then in 1914 the Grand Prix de Rome as a climax to his
career in the same teacher’s class in composition…He was my “assistant” at
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Notre-Dame, as they say in America, from 1914 to 1923…He has been an Officier
of the Legion of Honor since last January [1936].’ (The Diapason, April 1939: 8)

Although Vierne failed to record any personal feelings about Dupré, he maintained a pride
and admiration long after the infamous dispute. ‘ “You’ll see, my friend, what a real
organist and professor is like – marvelous!

I have never had a student like him –

extraordinary!” ’1
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1.8

The influence of the church

To the young Marcel Dupré, music and the church were inseparable. Dupré’s first
public performance was in the context of a church service. At the age of eight,
Dupré contributed to the service of inauguration at Elbeuf’s Church of the
Immaculate Conception. Cavaillé-Coll had built a small chancel organ in Elbeuf
where Albert Dupré was the organist for twenty-five years. In the course of the
service, the young Dupré revealed a remarkable understanding of liturgy and
ceremony:

‘The program was scheduled to start at three o’clock in the afternoon. Cardinal
Sourieu, archbishop of Rouen, would preside; and, at his arrival, I was to play
Bach’s Prelude and Fugue in E Minor for the procession. My father and I were at
the main organ by a quarter to three.

Several minutes later my father went

downstairs to see if everything was in place. He told me to sit still, and not to play
before he returned. So I sat still. Suddenly I saw the organ blower running toward
his pump. Then I heard the three raps made by the verger to announce the arrival
of the cardinal. Without hesitating, I began to play. A few seconds later my father
returned, quite out of breath, and he sat next to me without saying one word.
When I finished, he said “I told you to wait for me.” “I know, but I could not let
the cardinal enter the church without music.” The next day I overheard my father
say to my mother: “The little one can take care of himself, can he not?” ’
(Dupré, 1978: 23)

Dupré’s first appointment at the church of Saint-Vivien in Rouen (see pages 8-9)
clearly established him as a liturgical organist. However, it was his appointment at
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Saint-Sulpice, firstly as Widor’s assistant, and later as titulaire, that was the turning
point in his career in the church. Dupré’s visit to Paris, on the occasion of his first
communion, brought with it an introduction to the church where he was to spend so
much of his professional life:

‘In the organ loft at Saint-Sulpice, Widor placed me next to him on the organ
bench and explained to me the many details of the plan of the organ. I never
thought for one moment that he would call me one day to be his assistant [and later
his successor], and that this wonderful instrument would become for me, as it was
for him, one of the greatest joys of my life.’ (Dupré, 1978: 33)

Despite maintaining a career as an international virtuoso, the church remained an
integral component of Dupré’s personal and professional life. His significance as
an important figure in the Catholic church was highlighted in 1955, when Dupré
was awarded a doctorate, honoris causa, by the Pontifical Gregorian Institute.
Following the ceremony in the Vatican, the Duprés were given an audience with
Pope Pius XII at Castelgandolfo.

Dupré’s output includes relatively few works specifically intended for the liturgy.
However, two sets of motets, Quatre Motets (1916) and Deux Motets (1958),
further demonstrate the close link between Dupré and the church. Consisting of the
sacred texts O Salutaris, Ave Maria, Tantum Ergo, Laudate, Memorare and Alma
Redemptoris, these two sets of motets also reflect the influence of the Roman
Catholic liturgies on the life of Dupré. The substantial organ introduction that
begins O Salutaris, Op. 9, demonstrates a broad spectrum of tone colour.
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Commencing with the characteristically ethereal strings of the French symphonic
organ, the romantic colour is further enhanced by the frequent chromaticism and
sumptuous harmonic language. Quatre Motets, Op. 9 could almost be described as
works for organ with choir, rather than choral works with organ accompaniment.
The Tantum Ergo and the Laudate Dominum are scored for two organs and choir,
thus utilizing the unique French arrangement of both grand orgue and orgue de
chœur. The Laudate Dominum commences with mixtures and pedal reeds, clearly
a deliberate departure from the unobtrusive organ accompaniments that are often
found in liturgical motets.

The church bestowed numerous honours on Dupré throughout his career. In an article
entitled Marcel Dupré Vu Par Son Curé, Père Jean Gillet, the parish priest of Saint-

Sulpice, outlined the integral role that Dupré played in the liturgy. Gillet even
alludes to the fact that many in the congregation only come to Saint-Sulpice to hear
Dupré’s music.

While many may suggest that this is a profanity, Gillet

acknowledges that Dupré is in fact bringing people to God through his music.1
This article does highlight the fact that Dupré seems to have enjoyed an unusually
amicable relationship with the clergy throughout his career.

Dupré’s contribution to the church was also acknowledged in a unique presentation
on the occasion of his eightieth birthday:

1
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‘On May 7, Cardinal Feltin, Archbishop of Paris, bestowed on M. Dupré the
insignia of the Commander of the order of St. Gregory the Great, at a large
gathering of friends and pupils. He also was presented a television set, radio and
many gramophone records, with wishes of continued health to continue his great
work for us all.’ (Swanton, 1966: 41)

The penultimate paragraph of Dupré’s memoirs colloquially summarizes the
importance of the church, even after his performing career had ceased.

‘Meanwhile, my quiet life in our very dear home in Meudon, that home which has
sheltered us and the wonderful organ of my dear maître Alexandre Guilmant for
forty-six years, is filled with much happiness. The weeks pass, each one crowned
with the joy of finding myself on Sunday mornings, as I have since the age of
twenty, before the five manuals of Saint-Sulpice’s royal instrument, surrounded by
the many dear friends who continue to gather there.’ (Dupré, 1978: 131)
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FIG. 5: Saint-Sulpice (Grand Orgue)

FIG. 6: Autographed photograph o f Marcel Dupre
at the console o f Saint-Sulpice
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Chapter 2
Marcel Dupré – performer and teacher

2.1

The Liszt of the organ

Dupré knew a degree of fame and international success that is not generally
associated with the organ. One of his most successful organ students, Olivier
Messiaen, outlined Dupré’s extraordinary success as both an international virtuoso
and composer:

‘ “Marcel Dupré was the Liszt of the organ,” writes his pupil Olivier Messiaen,
“for he pursued with excellence the dual career of virtuoso and composer, and as
Liszt enriched the literature of the piano with his innovations, so did Dupré direct,
extend, and transform the literature of the organ”.’ (Murray, 1985: 4)

Dupré was fortunate to have been successful and appreciated during his lifetime.
An obituary published in The Organ soon after Dupré’s death outlines his profile
on the international concert stage:

‘The death of Marcel Dupré, soon after his 85th birthday, removes from the scene
[one] of the most notable organists of history…His first recital in this country was
given at the Albert Hall, London on the old Father Willis organ on December 9th,
1920, and he managed to show us a few combinations, using the mutations and
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mixtures, sometimes heroically that we had not heard before. The British took him
to their hearts: he was more dazzling than his contemporary Joseph Bonnet.
Sometimes, in those days, Dupré was carried away by the brilliance of sound he
was producing and even in fugues produced terrific climaxes, not inherent in the
fugal structure!…He had a gentle, warm, kindly personality which will be missed.
A great man has gone from us.’ (Sumner, 1971: 32)

In addition to his success on the international stage, Dupré enjoyed an enviable
reputation as a virtuoso in his home city of Paris – a city famous for the standard of
its organists. Dupré’s eightieth birthday was marked by a recital attracting an
audience of more than three thousand of Dupré’s friends, colleagues, students and
admirers:

‘Amid the loveliness of an early Spring, and all nature in its full bloom of glory of
the Paschal season in Paris, came May 3, the 80th birthday of the great Frenchman,
organist, composer and teacher, Marcel Dupré.

Elaborate preparations had been made for this anniversary, many of his former
pupils and friends coming long distances.

As evening approached that day,

thousands wended their way to the great and famous church of St. Sulpice, with its
long history of famous organists. There was a parish church here in the 12th
century, and the present lofty and huge building has huge acoustics. In the lighting
the gilded altar looked imposing and at the west end in the shadows stood the great
organ which has had so much influence on organ writing and music.’
(Swanton, 1966: 41)
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Dupré frequently acknowledged that his career was assisted by a great deal of good
fortune.1 However, his international success resulted from his ability to perform
with flawless virtuosity, his development of organ composition, his extraordinary
capacity for memorization, and his ability to improvise remarkable works
spontaneously both in liturgical and concert performance.2 Numerous newspaper
articles and reviews suggest that Dupré distinguished himself from other organists
of his day in terms of his virtuosity and interpretation:

‘He is living disproof of the old fallacy that all organists must sound alike because
the instrument is, so people tell us, mechanical. How does Dupré make any organ
sound louder at the climaxes than anyone else does? It is partly, no doubt, in the
extreme precision of that staccato and attack, but others share that to some degree.
I am inclined to think that it is a mental phenomenon, translated as usual
(mechanical instrument or no) through quite imponderable factors of touch. When
an English organist arrives at full organ with tubas, he thinks, Heavens! what a
noise I’m making – and proceeds to smooth down the edges, arriving at a result
which is broad and dignified and entirely in accord with our own temperament and
fondness for understatement. Dupré has no such inhibitions. He sees no reason to
make three f’s sound like two, but rather four. He will hurl the tubas at your head
in staccato chords that are and meant to be not less than shattering. If you are not
in the mood for it, so much the worse: but if you are, there is no sport like it, and
no one like Dupré.’ (Cited Murray, 1986: 56)
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Although Dupré’s Australian tour ran at a significant loss for the Australian
Broadcasting Commission,1 music critics were also very generous in their praise
for the visiting virtuoso:

‘People who regard the organ as a ponderous sort of instrument which plays long,
dull pieces with neither swing nor tune, should attend these performances, both to
revise their musical opinions and to enlarge their field of musical entertainment.’
(Cited Edgeloe, 1971: 7)

Dupré’s ability to compose spontaneously in performance is discussed later in this
study (see page 78). However, in the opinion of his concert audiences, it was
probably this skill that earned him the recognition he enjoyed:

‘Nothing disturbs him. At one of his recitals the lowest A on the great organ began
to cipher towards the end of his own Fugue in G minor. Instantly he began to
improvise, and working round the offending note gave us a totally different ending
to the fugue, – pianissimo in A minor instead of fortissimo in G minor. No one
excepting those familiar with the work knew that anything had happened, so
skillfully was the join between the printed note and the improvised ending
managed.’ (Stuart-Archer, 1922: 44)
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Dupré’s international career officially began with the award of the Prix de Rome in
1914. However, it was not until his first performance from memory of Bach’s
complete organ works in 1920 that he was widely recognised as an extraordinary
virtuoso.

This remarkable feat would have certainly established Dupré’s

performing career in Paris – a city that boasted a standard and tradition of organ
playing that was, by this time, revered throughout the world.

Following the establishment of Dupré’s career in Paris, he rapidly became
identified as the most successful international organ virtuoso, touring America ten
times between 1921 and 1948. A world tour in 1939 included forty concerts in
Australia alone.
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2.2

International organ virtuoso

As an international virtuoso, Dupré reached a degree of fame not enjoyed by any of
his predecessors.1 In addition to the numerous honours that he received, including
many honorary doctorates, Dupré’s greatest sign of recognition as an international
virtuoso was the massive audiences that he became accustomed to, particularly in
North America:

‘Marcel Dupré, organist of the Church of San Sulpice in Paris and professor at the
Conservatoire, began his latest American tour and the first since the end of the war
with what may be described as a triumphal entry into Chicago, where he spent part
of June and the entire month of July, conducted a class that had a waiting list months
before his arrival and gave six recitals that made Rockefeller Chapel at the
University of Chicago almost burst its seams of solid stone. The great cathedral on
the old Midway of 1893 world’s fair fame, which seats 2,500, never has held more
people than came to these recitals and on several evenings there were as many
outside, listening at the doors, as there were inside. For the last three recitals a loud
speaker was installed outdoors so that those who could not get into the chapel might
hear…As Albert Goldberg, critic of the Tribune, said in opening his review of the
first recital, “The uninformed observer might have thought that nylons rather than
the organ music of Johann Sebastian Bach was being dispensed as the populace by
the thousands streamed across the University of Chicago campus to hear the first of
the recitals.’ (The Diapason, August 1946)

1
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What made this fame so remarkable was the fact that Dupré did not perform works
with overtly popular appeal; instead he maintained the standards and traditions of
Widor, Guilmant and Lemmens throughout his performing career.

This was

sometimes seen as a shortcoming by critics of the French school:

‘[The French school] mostly concerns itself…with the classics, and the modern
school of French composers…clever and elaborate, but of a limited range of
appeal. [In] Dupré, you would have a foremost organist of the time, who would
play brilliantly the classics and modern French organ music, but whose appeal
would be largely that of a celebrity with a not too appreciated line of work.’
(Fabrikant, 1989: 15)

Dupré’s success as a touring virtuoso came at a cost. The number of engagements
and the amount of travelling in each of the North American tours were extremely
demanding:

‘In October, 1922, Dupré undertook his first trans-continental tour of the United
States. By April, 1923, he had played 96 recitals in 85 cities and grossed over
thirty thousand dollars. Towards the end of the season, 15 bookings were refused,
and, during the final weeks, he played every night except those spent on trains
between engagements.’ (Smith, 1971: 27)

In addition to the notoriety and financial security that he achieved through his
performing career, Dupré assumed an ambassadorial role. In this role, Dupré’s
sense of diplomacy, particularly when dealing with the media, was often evident.
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His favourable opinion of American organs recorded in an American music journal,
would certainly have endeared Dupré to American organists and organ builders:

‘ “I had heard and read a great deal about American organs,” M. Dupré is quoted
as saying after one of his recitals. “My expectations were high and I have not been
disappointed. Although my stay has largely been confined to New York and
Philadelphia, I have seen a good many examples of the work of prominent
American organ builders and find it on the same high plane as the great builders of
Europe.

But I admire most of all,” he continued, “the great adaptability of your American
builders who are able to construct an organ for a church of any denomination, for a
home, a concert hall or a theatre, so that each one seems to fit perfectly the
installation. It is a well-known fact that mechanical improvements on American
organs are far in advance of European. And I believe that American inventiveness
and ingenuity will within the next few years bring about advances as yet unheard
of ”.’ (The Diapason, 1922: 1)

Dupré’s observations and predictions were generally true. It was in this climate of
inventiveness and extravagance that his own career flourished. It was also this
climate that encouraged Dupré’s fascination with the evolution of what Cochereau
described as the ‘ultrasymphonic organ’ (see page 80).
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2.2.1

A London debut

Dupré’s composition of the Vêpres des Fêtes du Commun de la Ste-Vierge was a
pivotal in his establishment as an international virtuoso.

Dupré stated in his

memoirs: ‘It was at Notre-Dame that I had one of the great strokes of good luck of
my career’.1 Claude Johnson, one of the directors of the Rolls-Royce motoring
company had been present at Vespers at Notre-Dame on the Feast of the
Assumption in 1919. Johnson was so moved by Dupré’s liturgical improvisations
that he was compelled to write to Dupré – a letter which began an extraordinary
professional and personal relationship:

‘After the service I went to the sacristy to ask who the organist was and what
pieces he had played. They told me that the organist was Marcel Dupré, and that
he had probably improvised between each of the versets at Vespers. If these pieces
are published, where can I find them? If they were improvised, would you be able
to compose ten similar pieces for me? I am offering you the sum of fifteen
hundred francs. I shall have them published in London by Novello and Co. Ltd.,
but you will retain the control of the copyright.’
(Dupré, 1978: 68)

1
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Dupré was prompt to take advantage of this generous offer. Rather than ten pieces,
Dupré composed fifteen for which he received his payment. In addition, Johnson
sent another five hundred francs to assist the work of the cathedral choir.1
Johnson’s next generous act came one Sunday when he was present in the organ
loft at Notre-Dame. The organ stopped suddenly owing to the fact that the team of
men responsible for pumping the organ bellows became tired (this was a common
occurrence). Dissatisfied, Johnson purchased Notre-Dame’s first electric blower.
Such an action no doubt contributed greatly to the association of Dupré with the
organ of Notre-Dame in Louis Vierne’s absence.
Johnson’s most significant gesture in the establishment of Dupré’s international
career took place in the form of a very important concert in December, 1920. He
arranged for Dupré to give a performance of the Vêpres des Fêtes du Commun de la
Ste-Vierge at the Royal Albert Hall. Johnson arranged the concert to the smallest
detail, including the publicity and a choir to sing the choral versets.
‘The concert took place on the ninth of December, 1920, in the presence of a full
house of some nine thousand people. My whole family had been invited, and our
trip to London and our stay there was like a fairytale: a Rolls-Royce came to
Rouen for us, a sumptuous apartment was reserved for us in London, and even a
secretary was at our disposal. At the concert the choir was outstanding. I myself
received a very moving ovation. The happiest of all, I believe, was my very dear
Claude Johnson.

After the concert I was presented to the Prince of Wales.’

(Dupré, 1978: 69)

1
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2.2.2

An organ in a department store

Despite his unrivalled success in Europe and the United Kingdom, Dupré’s
international career reached its pinnacle in the United States of America. The focal
point of this facet of Dupré’s career was the Wanamaker Department Stores in
Philadelphia and New York. John Wanamaker was an American entrepreneur and
philanthropist who possessed an extraordinary love of fine music, as well as a
willingness to bring the finest music to the public free of charge.1 One of his
extraordinary acts of benevolence was the purchase of approximately sixty Italian
string instruments for the use of the Philadelphia Orchestra. These instruments
included violins by Stradivarius, Guanerius and Amati.2

However, like many

philanthropists, Wanamaker was not without his critics. It was suggested that the
free concerts he arranged in the Grand Courts of his department stores were merely
a publicity tool intended to motivate business. However, as numerous performers
and conductors appeared at the store, criticism gradually subsided:

‘When Strauss and his orchestra first appeared in the New York store there was a
great outcry. “Strauss was commercializing his art, and Wanamaker was doing it
for commercial purposes.” Strauss replied: “If my music is good music, it will be
just as good at Wanamaker’s.” Mr. Wanamaker said nothing. And after Strauss
came Sauer, Godowsky, Stokowski, Bispham, Werrenrath and hundreds of others.
The American composer received here encouragement in a series of successive

1
2
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concerts extending over several years; here was born the first association of the
organ with good motion pictures. The list is too long to print.’
(Russell, 1923: 18)

Clearly, the Wanamaker Grand Court concerts did have considerable advertising
value for the department stores. However, the way in which the concerts were so
grandly conceived, as well as the sheer opulence of the Wanamaker organs,
suggests a true love and benevolence towards music on the part of John
Wanamaker.
Wanamaker purchased a large organ of 145 stops from a bankrupt organ-building
firm. The instrument was enlarged to 234 stops and installed in Wanamaker’s
Philadelphia department store.

Wanamaker subsequently purchased the firm,

which later built a 117-stop instrument for the New York store. Wanamaker’s
extraordinary musical vision included a desire to see the instrument inaugurated by
a world-renowned French organist. Wanamaker sent Dr. Alexander Russell, a
former pupil of Widor’s, to Europe to engage an appropriate virtuoso. Dupré was
decided upon owing to Widor’s recommendation. Dr. Russell insisted that Dupré
improvise a four-movement symphony on submitted themes as part of the inaugural
program.

As Dupré’s account of the concert indicates, this was certainly a

fortuitous decision:
‘I hesitated, for this was to be my first experience in public with this type of
improvisation. But in the end I followed his advice. I was given excellent themes
by several organists present [including Edward Shippen Barnes, Charles M.
Courboin, Clarence Dickinson, Lynwood Farnam, T. Tertius Noble and Frederick
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Schlieder], and I was fortunate that one of the leading New York critics, Henry
Finck, wrote of my improvisation: “A musical miracle.” “We did it!” exclaimed a
radiant Dr. Russell. “Success is ours throughout America”.’ (Dupré, 1978: 82)

Although the New York department store and its organ were very significant in
Dupré’s establishment of an international career, it was certainly the Philadelphia
store that had the greatest impact. The organ in this store was, at the time of its
1925 enlargement, the largest in the world. It was seen merely as one of many
extraordinary features of a remarkable edifice.

‘In the heart of the city, near the magnificent city hall, stands the largest building
in the world devoted to retail merchandising. This immense pile of granite, 480ft.
long, 280ft. wide, twelve stories above the street and three below, rises to a height
of 247ft. above the side walk. Among its many features the crowning glory of the
building is the Grand Court in its very centre…The south end of the Court contains
a gallery supported by two enormous and elaborately carved consoles of Italian
white marble. Above this is the organ loft and the immense organ…, an organ
which required thirteen freight cars to transport it from St. Louis, where it was a
feature of the Great Exposition…The screen was erected at a cost of 10,000 dollars
for the woodwork alone, and it is finished in old ivory and gold. The many front
pipes are finished with twenty-two carat gold.’ (Radzinsky, 1923: 76)

Such an account gives a perspective of the grandiose scale of this store and its
instrument. The organ became a place of pilgrimage for countless international
touring virtuosi. However, it is true to say that no international organist became as
linked with this instrument and its development as Dupré.
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Charles M. Courboin went on to become the organist of the Philadelphia
Wanamaker store as well as St. Patrick’s Cathedral in New York. Wanamaker
asked Dupré to work with Courboin in drawing up plans to expand the Philadelphia
instrument from 234 to 451 stops. The two great organists were told that size and
budget were both without limitations. This remarkable opulence enabled the two
men to design an enormous instrument that embodied the ultimate symphonic
organ. This important instrument also provided the inspiration for SymphoniePassion - a work that played an important role in the further development of
Dupré’s career as a composer. Dupré recounts the conception of this mammoth
work:

‘I shall never forget the evening of the eighth of December, 1921, when, having
been given several themes – “Jesus, Redemptor,” “Adeste Fidelis,” “Stabat Mater”
and “Adoro te” – I decided, in a flash, to improvise an organ symphony in four
movements which depicted in music the life of Jesus: “The world awaiting the
Saviour,” “Nativity,” “Crucifixion” and “Resurrection.” This improvisation was to
become Symphonie-Passion, a work I began to compose when I returned to
France. As Dr. Russell announced my scheme to the audience, everyone in the
Grand Court stood up. Encouraged by this enthusiasm, I improvised, feeling as I
had never felt before.’ (Dupré, 1978: 86)

The Duprés made ten three-month tours of America. Dupré acknowledged that
many of these tours involved too much travelling, most of which was undertaken at
night, from one major city to the next. In contrast, he reflected on how the slower
pace of his tour of Australia and New Zealand, just prior to the outbreak of World
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War II, allowed him enough time to explore the local flora and fauna.1 Despite the
hectic pace and demands of his North American tours, Dupré makes clear his views
on the importance of such tours in the promotion of the organ and its music:

‘This last program was my final “adieu” to America. But my contacts with this
great country continue. I meet many young American organists who come to visit
me at Saint-Sulpice and in Meudon. I constantly receive programs which include
compositions. Every year my birthday is observed somewhere by a recital devoted
to my music. These marks of esteem touch me deeply. I also have the joy of
seeing our great French organists, most of them former pupils of mine, welcomed
in America as I was. Thus they continue to hold aloft the torch first carried there
by Alexandre Guilmant.’ (Dupré, 1978: 87)

1
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2.2.3

Experiments in organ design

Dupré’s international experience would have dramatically broadened his views on
organ design and registration. His views on the ingenuity of American organ
builders are documented above (see page 72). However, the effect of Dupré’s time
in North America is particularly evident in his experimental attitude towards organ
specification:
‘Shall we recall to mind on this subject that the aesthetic taste of Marcel Dupré,
expressed clearly and on many occasions, was inclined toward the ultrasymphonic
organ?’ (Pierre Cochereau joue Marcel Dupré, 1975 [recording notes] )

Cochereau’s reference to Dupré’s inclination to the ‘ultrasymphonic organ’ is
supported by the instruments Dupré chose to play, and especially by the
modifications he made to the organ at his residence in Meudon. Dupré treasured
this organ that formerly belonged to Guilmant and, for a number of years, left the
instrument unaltered. Although Dupré fought (unsuccessfully) to preserve such
instruments as the large Cavaillé-Coll organ in the Trocadero in Paris, he was
fascinated by mechanical devices and innovations that would continue to develop
the instrument. Dupré saw his residence organ as an excellent vehicle for such
experiments:

‘The original console was replaced with one of four manuals and an immense
number of aids to playing. All had been made electric, and Dupré considered that
the organ had gained tremendously thereby. Certainly the American tours had
made their mark on Dupré.’ (Andreas, 1982: 41)
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Table 2 outlines the specification of this instrument when it belonged to Guilmant.
It is very typical of an instrument of its size and vintage.

Table 2:
Specification o f Guilmant’s residence organ (later acquired by Dupre)

Grand Orgue:

Positif:

Bourdon 16’

Quintation 16’

Montre 8’

Gambe 8’

Salicional 8’

Cor de nuit 8’

Flute harmonique 8’

Flute douce 4 ’

Prestant 4 ’

Nasard 2 2/3’

Quarte de nasard 2’

Tierce 13/5’
Cromome 8’

Recit:
Diapason 8’
Flute traversiere 8’
Dulciana 8’

Pedale:

Voix celeste 8’

Contrebass 16’

Flute octivante 4 ’

Soubasse 16’

Doublette 2’

Bourdon 8’

Plein jeu III

Violoncelle 8’

Trompette harmonique 8’

Flute 8’

Basson-hautbois 8’

Basson 16’

Dupre did make minor changes to the specification, mostly by relocating various
stops to different manual divisions. However, more significant were the technical
modifications Dupre made to the instrument after 1934.

Rather than the mere
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addition of registration aids, Dupré made changes that were far ahead of their time.
In reality, many of these innovations would not become anything more than
experiments. An address given by Darius Milhaud to the Académie des Beaux-Arts
on May 31, 1972 outlined Dupré’s desire to continue the development of the organ,
including the implementation of the latest technology:

‘He intended most of his changes to increase the organ’s flexibility, rendering
more versatile its original twenty-eight stops and the six he added in 1934 as a
solo division. He removed and carefully stored the old three-manual console,
designing in its place a four-manual console of adjustable combinations and
electric action. He equipped each manual with a sostentuto device (the old
console had had only one) that allowed any note or chord to be held
automatically until replaced with another or released by a lever, the levers
conveniently placed in the keyslips.

He devised a system allowing one

registration to be played from the top half of any keyboard and another from
the bottom. He extended the manual compasses and pipework to seventythree notes, installed switches to remove from the crescendo pedal the sixteenfoot couplers or mixtures or reeds, and tested a device that used thirty-five
millimeter film to record and execute any sequence of registrations. He was
indeed to call the revised instrument an organ of the year 2,000.’ (cited
Murray, 1985: 138)

Dupré’s organ design does reflect organs of the year 2000 in some respects. For
example, registration sequencers, similar to the one implemented by Dupré, are
now to be found on most large recital and church organs.
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FIG. 7: Dupre at the enlarged Wanamaker Philadelphia Organ

FIG. 8: Olivier Messiaen

i-

FIG. 9: Pierre Cochereau at Notre-Dame Cathedral

2.3

The maître of a new generation of organists

Dupré succeeded Gigout as professor of organ at the Paris Conservatoire in 1925 –
a position he held for almost 30 years. A vast number of students travelled from all
corners of the globe to study with Dupré – both at the Conservatoire, as well as at
his home in Meudon where he installed an organ formerly belonging to Guilmant.
As well as dramatically affecting the future of organ composition and performance,
Dupré expressed the personal pleasure he derived from this facet of his life: ‘For
twenty-eight years, from 1926 to 1954, this class was the centre of my life. It was
my passion and joy, a joy enhanced by the brilliant careers of many of my former
pupils.’1

As indicated in the quotation below, the rigorous appointment process of the Organ
Professorship at the Conservatoire was reflective of the significance and prestige of
the position:

‘The competition was severe, for I had a formidable rival in the person of Charles
Tournemire, organist of Sainte-Clotilde, who already taught a class in ensemble
playing at the Conservatoire. On the day I was planning to go to see Paul Léon at
Beaux-Arts, I learned just before I left home that some letters had been sent to
members of the selection committee favoring my rival. Léon confirmed this news
later in the day. He reassured me, “Do you not see that these letters will actually
help you? The members of the committee do not like to be pressured into a choice.
In fact, we have already taken a tally, and you should win on the first ballot with
1
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fifteen out of twenty-one votes.” He was right; and I am forever grateful to
Maurice Ravel, Paul Dukas, Gabriel Pierné and Alfred Bruneau, who campaigned,
along with Widor, in my favor. Yet, the official signature of the Ministre des
Affaires Culturelles took sixty days to obtain, during which time counter-proposals
continued to be submitted. When the victory was mine finally, I went to thank
Paul Léon.

He said to me with a chuckle, “You should thank me!

I have

telephoned the Ministre almost every day to obtain his signature”.’
(Dupré, 1978: 96)

Just as Widor and Guilmant remained devoted to the art of teaching, despite
demanding performing and liturgical careers, so too did Dupré.

‘ “All my life and with all my heart,” Dupré writes, “I have loved teaching.”
Perhaps, he adds, that love stemmed from the example of his forebears:

“I

consider my masters and my parents as being part of myself. The instant I awaken
in the morning, I sense their presence within me; I continue what they began. And
it is that continuity which I try to impart to my pupils”.’ (Murray, 1985: 117)

Also continuing in the tradition of Widor and Guilmant, Dupré tried to instill in his
pupils an understanding and appreciation of the spiritual depth of fine music and
art, and their power to transport the senses to a higher dimension. A student
recalled shortly after his death: ‘Dupré did not just teach us how to play the organ;
he opened to us the spirit of all musical forms, indeed of all the arts.’1

1
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The numerous accounts of Dupré’s teaching, from his wealth of pupils, generally
focus on the rigour, precision and discipline that he demanded of all of his students.
As the following account indicates, this discipline that had come so naturally to
Dupré from an early age, would certainly have been very difficult for some of his
pupils:

‘In my last three lessons with Dupré, we have done nothing but play major and
minor scales on the piano, in octaves, thirds, sixths, and tenths, and pedal scales at
the organ…To begin the study of Harmony, Dupré has had me learn to read from
the three “C” clefs and the one “F” clef, not commonly used. He told me at the
beginning that it would be “hell” for a few weeks, and how right he was! It would
be bad enough to have to learn one “C” clef, let alone three of them.’
(Murray, 1985: 124)

Dupré did not possess the time or the patience for unmotivated students. He
demanded from his students the same dedication that was demanded of him by
Widor and Guilmant:

‘The secret of his success…lay in his profound seriousness… Dupré…viewed with
profound seriousness not only music’s purpose, particularly what he deemed its
capacity for expressing the transcendental, but also, in consequence, the daily
routine, the minutiae, the common tasks of music: in a word, the practice of the
art. There was nothing superficial in what he did or thought. Nothing, for that
matter, of self-indulgence.’ (Murray, 1986: 55)
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Jean Langlais joined Dupré’s organ class in 1927, along with Olivier Messiaen. In
a lecture given to the Ősterreichisches Orgelforum in Vienna on 19th June, 1982,
Langlais reaffirms the demanding nature of Dupré’s class. Langlais indicates that
Dupré stipulated that students should practise twelve hours each day, and that
students were required to prepare a new large-scale work for each Friday’s lesson.
Langlais suggests that Dupré lacked a sense of humour, particularly in relation to
the organ class.1

In An Address Concerning Examinations, which Dupré gave to students at the Paris
Conservatoire on December 17, 1954, he gives advice on the preparation of both
written and practical examinations. Dupré’s comments below also indicate the
intrinsic link between pedagogy and performance in music:

‘Are you liable to nerves?

If so, tell yourselves that it is simply a lack of

courage… The Player who knows his piece inside out is secure from loss of
memory. The one who, in playing, seeks with all his might to make the work
which he plays loved, finds it a great source of strength. He progressively reaches
the interior equilibrium of the great performer who, while he plays, knows that he
is there to teach. Is not the art of teaching the art of making something better
known and loved? ...Think rather to serve music than to make music serve you. If
you love the muse as it should be loved, it will never let you down.’
(Dupré, 1954 [The American Organist, 1982: 43])

1

Langlais, J, An address given to the Ősterreichisches Orgelforum in Vienna on 19th June, 1982
[taken from the recording Jean Langlais Live EL CD 002]
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His appointment at the Paris Conservatoire gave Dupré the opportunity to influence
a vast number of organists and organist-composers, including some of
extraordinary calibre, such as Olivier Messiaen, Jehan Alain, Marie-Claire Alain,
Jean Langlais and Pierre Cochereau. While each of these musicians achieved
enormous fame and success in various aspects of music, none of them equalled
Dupré’s overall achievements in the areas of composition, performance,
extemporisation and pedagogy.
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Section 2
Performance Project

Introduction
•

The works analysed and discussed in Section 2 are intended to represent Dupré
as the culmination of the French Symphonic Organ Tradition.

•

The works were performed and recorded as part of this study. The compact
disc recordings of these performances accompany this thesis.

•

It must be acknowledged that the works included in the performance project
represent only a fraction of Dupré’s output as a composer.

•

In addition to a number of Dupré’s original compositions, the performance
project included several of Dupré’s editions, transcriptions and arrangements.
The project also involved the performance of a small number of works by
influential composers whose work was integral to the development of the
French Symphonic Tradition.

•

Dupré’s original compositions included in this performance project
intentionally focus on his early output. In the author’s opinion, it is these works
that most represent the culmination of the French Symphonic Tradition, as well
as the pinnacle of Dupré’s compositional output.
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Chapter 3
Marcel Dupré – transcriber, author and editor

3.1

A tradition of scholarship

A major characteristic of the French Symphonic School was the scholarly analysis
of the works of classical masters. The French Symphonic organists’ veneration of
the music of Johann Sebastian Bach was the most significant part of this
scholarship. Bornemann published Dupré’s edition of the complete organ works of
Bach between 1938-1941.

Widor, Schweitzer and Edouard Nies-Berger also

produced editions of Bach’s organ works between 1912-1967.

In addition to his edition of Bach’s complete organ works, Dupré also produced
critical editions of the work of Handel, Mendelssohn, Schumann, Franck and Liszt,
as well as a collection of works by “Old Masters”. This large corpus was published
by Editions Bornemann. As well as editing, Dupré transcribed numerous organ
works for orchestra, including Bach’s Toccata, Adagio and Fugue in C, and Liszt’s
Fantasia and Fugue on ‘Ad nos, ad salutarum undam’ and Variations on ‘Weinen,
Klagen, Sorgen, Zagen’. However, these works remain unpublished.
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Dupré also transcribed a small amount of music for piano and organ. Included in
these transcriptions were Dupré’s own Symphony in G minor, Op. 25 (published by
Salabert), and the Concerto in E minor, Op. 31 (published by Bornemann). Both
works were originally composed for organ and orchestra. Dupré transcribed these
works primarily for performance with his daughter, Marguerite, who was an
accomplished pianist. Dupré recalled: ‘When we finally reached New York, we
met our daughter Marguerite, who had joined us, not without a thousand
difficulties, to participate as a pianist in several of my concerts.’1 In addition to
transcriptions for organ and piano, Dupré composed a small number of works for
this combination, including the Ballade, Op. 30 (1932) which is dedicated to
Marguerite.
Dupré also wrote and published numerous textbooks on a broad range of organrelated subjects, including Treatise on Improvisation (1925), Method for the Organ
(1927), Treatise on Harmony (I and II) (1934), Counterpoint (1935) and Plainsong
Accompaniment (1936). The most successful of these textbooks was certainly the
Treatise on Improvisation, which was subsequently translated into English.
Dupré’s Method for the Organ (‘Méthode d’Orgue’) is intended to be a text for
those who are beginning a study of the organ. Dupré’s ‘Foreword’ identifies two
significant characteristics of the French Symphonic Tradition; firstly, it identifies
the unquestionable pianistic influence on the repertoire and, secondly, the influence
of the music of Bach is specifically highlighted:

1
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‘This method is intended for students who wish to begin studying the organ. It is
obvious that a certain amount of piano technique should have been previously
acquired. Rapid progress on the organ greatly depends on the degree of excellence
which has been attained in piano-playing, but the student should have sufficient
technique to enable him to perform correctly at least all the scales and arpeggios in
their various combinations...We have endeavoured to anticipate the questions and
problems that will confront him by giving a succession of laws and rules
concerning organ playing, all based on examples drawn from the works of J. S.
Bach.’ (Dupre, 1927: 3])

In addition to providing fingering and pedalling for conventional scales and
arpeggios, Dupre’s treatise includes a variety of demanding exercises, including
pedal glissandos and pedal scales in thirds (see Examples 3.1 and 3.2).

Example 3.1:
Dupre - Methode d'Orgue - ‘Glissando from a black to white note’ (pedal)

Example 3.2:
Dupre - Methode d ’Orgue - ‘Melodic Minor Thirds’ (pedal)
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Dupre’s improvisation textbook further highlights his reliance on and respect for
classical structures and compositional devices. This text is not concerned with free
improvisation, but rather contains a scholarly and disciplined course of
improvisation in the tradition of Widor and Guilmant.

Dupre specifies that

improvisation is something that must be studied and taught if it is to be mastered:

‘But independently from inspiration and imagination, there is in improvisation a
distinct profession to be learned, and a sense of strict discipline to be impressed
upon students who are future organists. After ten years of teaching improvisation
and preparing examinations for classes in improvisation at the Paris Conservatory,
I have found it an undeniable truth that improvisation must be taught and must be
learned according to the same principles and methods that are used in teaching
virtuosity and technique (taken in the strongest sense).’ (Dupre, 1937: III)
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Traité d’improvisation à l’Orgue, the second volume of the Cours Complet
d’Improvisation à l’Orgue, deals with some specific technical issues not covered in
the first volume. However, most importantly, this volume deals with improvisation
in a variety of forms and structures synonymous with Dupré’s own practice. These
include improvising on Gregorian melodies and improvising on Lutheran chorales.
There are also instructions given for improvising in the forms of the suite, toccata,
fugue and the four movement symphony.

Dupré’s editions of other composers’ works are not held in high scholarly regard
today. However, along with his improvisation treatise and organ method, they also
represent the performance ideals of the French Symphonic Tradition.

The

fingering, pedalling and phrasing all give an insight into Dupré’s technique.
Striving for a perfect legato and utilising the minimum of physical movement were
frequently recorded in his writings. Dupré also insists that secure performance
results from sound mental and scholarly preparation, in addition to practising alone:

‘Respect the text scrupulously. Let your phrasing, once you have arrived at it after
mature reflection, always remain the same. The same holds good for fingering. It
is always a danger for the virtuoso to find himself seduced into changing the
fingering…Lastly, whatever your instrument, preserve a dignified and discreet
comportment. Make no unnecessary movements: those of the body and the head
are useless. They turn the listener off. Head movements are harmful to clear
thinking: They even produce different levels of blood pressure in the brain!’
(Dupré, 1954 [The American Organist, 1982: 43])
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3.2

Editions of Eighteenth and Nineteenth
Century organ works

Dupré’s first public performance involved the music of Bach, and the works of this
composer remained a central part of his repertoire and scholastic pursuits
throughout his career.

Dupré’s editions of the Bach works for organ reveal the

precision of his technique, as well as the precision he demanded of his pupils. This
is evident in the excessive fingering and pedaling patterns that always employ the
minimum physical movement. The preface to the Dupré editions of Bach’s organ
works is also extensive.

The contents of the Preface include a thorough

explanation of ornamentation, as well as clear directions for the execution of
repeated notes and part crossing.

One of the primary objectives of the French Symphonic Tradition was the
development of a perfect legato technique. Towards the end of Dupré’s career,
when the reforms of the Orgelbewegung movement were being embraced, playing
baroque works in a legato style was viewed as outmoded and lacking academic
insight. It is likely that this contributed to Dupré’s disdain of this movement and
the organs that it produced (see page 110). However, as seen in the following
pages, there are numerous examples in Dupré's Bach edition where the accepted
conventions of early music performance practice have been adopted. Although the
French Symphonic Tradition advocated an almost unbroken legato within phrases,
Dupré often uses articulation within phrases to accent strong beats of the measure,
and also to ensure clarity in some complex passages. This is also evident in
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Dupré’s recordings of Bach’s organ works. Although he was a disciple of the same
school, Albert Schweitzer’s interpretations and recordings of Bach’s organ works
are dramatically different from Dupré’s.

Schweitzer’s tempi are much more

flexible, his articulation is extreme and registration changes are abundant.

The Dupré edition of Bach’s works also includes an in-depth analysis, particularly
of the fugal movements.

This is indicative of Dupré’s respect for and

understanding of baroque forms and structures. Dupré instilled the importance of
the fugal form in his pupils, and he himself continued to improvise fugues until the
end of his life. Dupré’s final public recital, performed and recorded at Notre-Dame
on October 12, 1969, includes an improvised double fugue as well as a fourmovement symphony. Despite a few inaccuracies, the eighty-five year old organist
demonstrates a flawless understanding and command of the fugal structure
throughout a nine-minute fugal extemporization.1

The Dupré editions, transcriptions and arrangements of eighteenth and nineteenth
century organ works do provide a valuable insight into Dupré’s teaching and
performance techniques. However, Dupré indicated to Claude Delvincourt, the
director of the Paris Conservatoire, that their primary function was simply ‘to
increase the repertory of the organ students’.2

1
2

L’Art de Marcel Dupré (1886-1971) – TAH 337 (recording of Dupré’s final public recital)
Steed, G, The Organ Works of Marcel Dupré, New York: Pendragon Press, 1999: 216
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The editions of extant organ works consist of arrangements, transcriptions and
editions. The organ works of Bach are essentially editions, providing the student
organist with assistance in the performance of these works. The Dupré editions are
not held in high regard six decades after their publication primarily owing to the
fact that the phrasing, fingering and pedalling is generally arranged to achieve a
smooth legato. In addition to this aspect, the registration is often not in keeping
with modern scholarship.
There are a number of examples in the Bach editions in which Dupré did more than
indicate fingering, pedalling and articulation. These include the transcriptions of
Sinfonias from Cantata 29 (Wir danken Dir, Gott) and Cantata 146 (Wir műssen
durch viel Trűbsal in das Reich Gottes eingehan), as well as the detailed
registration (also not in keeping with modern scholarship) of such works as the
Passacaglia and Thema Fugatum in C Minor BWV 582.
Dupré’s editions of the works of Handel, Bach, Liszt, Mendelssohn, Schumann and
Franck which were collated and published are outlined in Table 3:
Table 3:
Dupré’s editions of eighteenth and nineteenth century organ works
Publication Date
1937

1938

Edition
Handel’s Organ Concerti
Volume I:

Numbers 1 – 6

Volume II:

Numbers 7 – 12

Bach’s Organ Works
Volume I:

9 Preludes and Fugues (C – E minor)

Volume II:

8 Preludes and Fugues (F minor – B minor)

Volume III:

3 Fantasias and Fugues
5 Toccatas and Fugues
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1939

Bach’s Organ Works (continued)
Volume IV:

Trio sonatas

Volume V:

18 Short Preludes and Fugues
3 Preludes
9 Fugues
5 Fantasias

1940

Volume VI:

4 Concertos
2 Trios
5 Miscellaneous Pieces
3 Unfinished Pieces

1941

Volume VII:

Orgelbüchlein

Volume VIII:

Clavierübung III

Volume IX:

18 Leipzig Chorales

Volume X:

6 Chorales (‘Schübler’)
4 Partitas
Canonic Variations
Variations on ‘Allein Gott in der Hoh’ sei Ehr’

Volume XI:

32 Chorales (A – J)

Volume XII:

20 Chorales (L – W)
10 Additional Chorales
3 Unfinished Chorales
Sinfonia from Cantata 29
Sinfonia from Cantata 146

1941

Liszt’s Organ Works
Fantasia on the Chorale ‘Ad nos, ad salutarem
undam'
Prelude and Fugue on BACH
Variations on ‘Weinen, Klagen, Sorgen,
Zagen…’

1942

Handel’s Organ Concerti
Volume III:

1948

Numbers 13 – 16

Mendelssohn’s Organ Works
Six Sonatas
Three Preludes and Fugues
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1949

Works of Robert Schumann
Six studies in Canon
Four Sketches
Six Fugues on BACH

1955

Organ Works of César Franck
Volume I:

Fantasie in C Major
Grande Pièce Symphonique
Prelude, Fugue and Variation

Volume II:

Pastorale
Prière
Finale

Volume III:

Fantasie in A Major
Cantabile
Pièce Héroïque

Volume IV:

Trois Chorals
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3.2.1

J. S. Bach - Passacaglia and Thema Fugatum in C Minor BWV 582

Dupre included at least one Bach organ work in most recitals, as well as recording
many of them.

His recordings often show slight variations from his edition,

particularly in terms of registration.

Dupre’s edition of the “great” Passacaglia

and Thema Fugatum in C Minor BWV 582 is unique in that it has been essentially
orchestrated to suit a Symphonic or romantic instrument.

Dupre recorded the

Passacaglia and Fugue at the Queen’s Hall in London on June 23, 1927.1 This
recording demonstrates the virtuosic legato technique of the French Symphonic
Tradition. The Passacaglia is based on a simple eight measure ground bass (see
Example 3.3).

Example 3.3:
Bach (Ed. Dupre) - Passacaglia in C Minor (BWV 582) - mm. 1-8
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Marcel D upre p la y s Bach - Opal CD 9863
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In Dupré’s edition, each of the twenty variations of the Passacaglia in c is played
on a slightly different registration.

The difference in registration between the

variations is generally very subtle, although frequent manual changes also provide
contrast to the timbre and dynamics. It is likely that Bach would have intended the
work for performance on organo pleno – probably only involving one manual
change, if any. (It is arguable that variations 13 – 15 may have been intended to be
played on a different manual with a quieter registration). Despite the considerable
divergence from what was almost certainly originally intended, Dupré’s edition of
BWV 578 is ingenious and musically successful. The edition utilizes the colours
and variety of a romantic instrument without sacrificing the work’s integrity. The
registration and dynamic structure of Dupré’s edition of BWV 582 are outlined in
Table 4:
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Table 4:
Registration and dynamic structure of Dupré’s edition of BWV 582
Variation

Measures

Manual

Registration

Dynamic

Theme

Mm 1-8

Pedal

Pedal Bourdons 16’ 8’ + III Flute 8’

pp

Variation 1

Mm 9-16

III + Ped

Flute 8’

pp

Variation 2

Mm 17-24

II + Ped

Bourdon 8’

pp

Variation 3

Mm 25-32

I + Ped

Flutes 8’ + II & III

p

Variation 4

Mm 33-40

I + Ped

Flutes 8’ + II & III (add Flutes 8’ 4’)

p

Variation 5

Mm 41-48

III + Ped

Flutes 8’ 4’

p

Variation 6

Mm 49-56

I + Ped

Flutes 8’ + II & III (Fonds. 8’)

mp

Variation 7

Mm 57-64

I + Ped

Flutes 8’ + II (add Fonds. 8’) & III

mp

Variation 8

Mm 65-72

I + Ped

Add Fonds. 8’ + II & III

mf

Variation 9

Mm 73-80

II + Ped

Fonds. 8’

mp

Variation 10

Mm 81-88

I + Ped

Add Fonds. 8’ 4’ + II & III

mf

Variation 11

Mm 89-96

II

Bourdon 8’, Nazard 2 2/3’

mp

Variation 12

Mm 97-104

I + Ped

Fonds. 8’ 4’ + II & III

mf

Variation 13

Mm 105-112

II

Bourdon 8’, Nazard 2 2/3’

mp

Variation 14

Mm 113-120

III

Flutes 8’ 4’

pp

Variation 15

Mm 121-128

II

Bourdon 8’

pp

Variation 16

Mm 129-136

I + Ped

Fonds. 8’ 4’ + II & III (add mixtures)

f

Variation 17

Mm 137-144

I + Ped

Add mixtures + II & III

ff

Variation 18

Mm 145-152

I + Ped

Mixtures + II & III (add reeds 8’ 4’)

ff

Variation 19

Mm 153-160

I + Ped

Full with reeds (no ped 32’)

fff

Variation 20

Mm 161-168

I + Ped

Full with Pedal 32’ (m. 166)

fff
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The Dupre ‘concept’ for the Passacaglia in c results in one minor and one
substantial climax.

Articulation is mostly in accordance with the French

Symphonic school’s ideals, and is generally kept to a minimum.

As seen in

Example 3.4, repeated notes are always detached, thus rendering them half of their
original value:

Example 3.4:
Bach (Ed. Dupre) - Passacaglia in C Minor (BWV 582) - mm. 137-140 (Variation 17)

However, Dupre uses articulation for effect, rather than necessity, in three
variations in the Passacaglia. These exceptions occur in Variation 10, Variation 14
and Variation 15.

In Variation 10 (see Example 3.5), the staccato accompaniment on the third beat of
the measure accents the strong beat that follows.
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Example 3.5:
Bach (Ed. Dupre) - Passacaglia in C Minor (BWV 582) - mm. 79-84 (Variation 10)

(l.Fds8,4)

The falling thirds in Variation 14 (see Example 3.6) are also detached, thus
accenting the first beat of each measure. The interspersed ascending arpeggios are
intended to be played legato, as demonstrated in Dupre’s Queen’s Hall recording.1

Example 3.6:
Bach (Ed. Dupre) - Passacaglia in C Minor (BWV 582) - mm. 113-118 (Variation 14)
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Variation 15 contains the most remarkable use of articulation in BWV 582. Notes
are grouped in pairs throughout the variation, regardless of their intervallic
structure (see Example 3.7). In the Queen’s Hall recording of the work, Dupre
makes one significant departure from his own edition - that is, the four
semiquavers that constitute the third beat of each measure are played on a different
manual and on a quieter stop1. The result of this manual change, as well as
producing an echo effect, again accents the first beat of each measure.

Example 3.7:
Bach (Ed. Dupre) - Passacaglia in C Minor (BWV 582) - mm. 119-124 (Variation 15)

The Fugue in C Minor BWV 582 is also edited to accommodate a minimum of
movement and physical energy. The work is essentially played using only one
registration, the organo pleno.

Dupre dictates a change to Manual III at measure

29, and at measure 73 a climax is achieved by moving to Manual II. A final climax
is achieved by moving back to Manual I at the conclusion of the fugue.

M arcel D upre p la y s Bach - Opal CD 9863

There are no registration changes indicated on the score of the Fugue in C Minor.
However, in Dupre’s recording of the work, he adds to the registration twice during
the fugue itself. He also adds the reeds for the coda (measure 117), thus concluding
the w o r k ^ 1

The Passacaglia et Double Fugue that Dupre improvised and recorded at SaintBonifatius-Kirche in Heme (15th July, 1953) and the improvisation of the same
name, performed and recorded at the Martin-Luther-Kirche in Gutersloh (8th April,
1957) both possess remarkable similarities to the Bach work.

In these

improvisations, Dupre uses registrations not unlike those he prescribed for the Bach
Passacaglia and Fugue. The subject of the former improvisation itself is also not
unlike the Bach work (see Example 3.8).

Example 3.8:
Dupre (improvisation) - Passacaglia et Double Fugue - theme
Saint-Bonifatius-Kirche, Heme (15th July, 1953)2
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2 Marcel D upre p la y s Bach - Opal CD 9863
Marcel Dupre - Trois Grandes Improvisations / Six Antiennes Pour Le Temps de
No e l - CD A M D 5642
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3.2.2 J. S. Bach - Toccata and Fugue in d, BWV 538
Johann Sebastian Bach’s Toccata and Fugue in d, BWV 538 has been incorrectly
labeled the “Dorian” Toccata and Fugue. This is primarily the result of the
original manuscript not bearing a key signature. The b-flats are simply included as
accidentals, rather than as part of the key signature.
The Toccata is written in the style of a concerto grosso, alternating between the
large chorus of the Oberwerk and the smaller chorus of the Rückpositiv. The work
is one of an extremely small number of organ works in which Bach has specified
manual changes. The Toccata is also an example of perpetual motion, containing
semiquaver rhythmic movement from the first note to the last.
Dupré performed the Toccata and Fugue in d, BWV 538 frequently throughout his
career. He recorded the Toccata alone at the Alexandra Palace in 1930. The tempo
of this performance

(approximately
=96)

tempo indication in his edition of the work

is significantly faster than Dupré’s
(
2)

=7

Dupré’s

performance

also varies from his own edition in terms of the articulation he incorporates.1
Probably due to a more resonant acoustic, Dupré generally uses more articulation in
the Alexandra Palace recordings of 1930 than in the Queen’s Hall recordings of
1927 and 1929. This is particularly obvious when comparing Dupré’s recording of
the Toccata and Fugue in d (recorded at the Alexandra Palace) with the
Passacaglia and Fugue in c (recorded at the Queen’s Hall).

1

Marcel Dupré plays Bach – Opal CD 9863
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Example 3.9 indicates that intervals of a minor and major second are generally to
be played legato, whilst larger intervals are detached. This indicates a progression
towards early music performance practice, as opposed to the French Symphonic
School’s practice of completely legato performance.

Example 3.9:
Bach (Ed. Dupre) - Toccata in d BWV 538 - mm. 1-10

TO C C A TA

t J = 7 t l)

Exp. P rin .

Apart from additional articulation, fingering and registration indications, Dupre’s
edition of BWV 538 varies little from Bach’s original manuscript of the work.
However, Dupre does not indicate frequent registration changes as in his edition of
BWV 582. The organo pleno registration is specified for the entire Toccata, while
the fugue makes use of a small number of tonal contrasts.
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3.2.3

J. S. Bach (Trans. Dupre) - Sinfonia (Cantata 29 - Wir danken Dir G ott)

The French Symphonic organ was partly designed and developed to imitate
numerous orchestral timbres and effects. This was also true of the late-nineteenth
and early-twentieth century organ in England and the United States of America.
This development largely reflected the concert-going public’s fascination with
symphonic music in general.

Prior to the neo-classical movement in the mid

twentieth century, organists frequently performed orchestral transcriptions in
recital. Dupre’s recitals often included transcriptions of works originally composed
for other instruments or orchestra. A typical short recital program is given below:

Table 5:
Recital given by Marcel Dupre, Sydney Town Hall - Saturday 5th August, 1939

P rogram m e
Prelude and Fugue in A Minor

Bach

Noel with Variations

Daquin

Concerto No. 2 in B Flat

Handel

Symphonic Interlude from “Redemption”

Franck

Canon in B Minor

Schumann

Improvised Symphony

Dupre

The Argus, Cited Edgeloe, M, ‘Marcel Dupre in Sydney’, Sydney Organ Journal, July 1971: 5-6
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Apart from the improvised symphony, the only works in this program that were
actually composed for solo organ are the Bach Prelude and Fugue in A minor and
the Daquin Noël with Variations.

In the mid- to late-twentieth century, the

inclusion of instrumental transcriptions in organ recitals gradually became
unfashionable.

However, Dupré maintained his love and performance of

symphonic and romantic organ repertoire throughout his career. This led to some
criticism, particularly during the 1950s, when the neo-classical movement was
radically transforming organ design and performance. In addition to instrumental
transcriptions becoming unfashionable, so too did the performance of romantic
organ music in general. The latter was particularly the result of a return to baroque
principles in organ design, thus making most new organs completely unsuitable for
the performance of romantic repertoire. Whilst Dupré never ceased to perform
baroque repertoire, he did eventually refuse recital engagements on neo-classical
organs.1
The Sinfonia (Movement I) from Bach’s cantata Wir danken Dir, Gott, Wir danken
Dir, BWV 29 was recorded by Dupré at the Alexandra Palace, London on 17
March 1930. This work, which is in many ways atypical of Bach’s writing for the
organ, retains much of its original character in Dupré’s transcription (see Examples
3.10 and 3.11).

1

Murray, M, Marcel Dupré, Boston: Northeastern University Press, 1985: 203

110

Example 3.10:
Bach - Wir danken Dir, Gott, Wir danken Dir (BWV 29) - mm. 1-5

'jYoioba I .
fro iu b a IITroiuba III.

Tiiupiini.
O boe I .
V io lh io I.
Oboe II.
Violiuo II.
V io la .

Oi^auo
ubli"'<ilo.

Goutiuuo.

Example 3.11:
Bach (Trans. Dupre) - Wir danken Dir, Gott, Wir danken Dir (BWV 29) - mm. 1-5

MT-

Tutti

m
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UI: Tutti
I* II: Fds 8,4

Fds 1«,8

Example 3.16:
Schumann (Ed. Dupre) - Canon in B minor - mm. 1-6

Dupre’s edition of the Canon in B minor is detached throughout, thus replicating
the percussive effect of the pedal piano. However, some of the voice parts are
sustained, for example, measures 101 - 103 (see Example 3.17).

Clearly, this

effect would not be possible to the same degree on the pedal piano.

Example 3.17:
Schumann (Ed. Dupre) - Canon in B minor - mm. 98-104
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Example 3.18:
Franck (Ed. Dupre) - Pastorale - mm. 5-10

Other differences between the two editions are limited largely to articulation and
the division of the parts between the hands. Franck indicates that the chords at the
commencement of the Quasi Allegretto are to be played staccato. Dupre specifies a
more pronounced detachment, as well as a different division of the chords between
the hands (see Example 3.19). Franck assigned the three highest voices to the right
hand, with the bass voice being played by the left hand. As there is no obvious
musical reason for Dupre’s revision, it would appear that he is striving for a
minimum of physical energy and movement, just as he does throughout the Bach
editions.

Example 3.19:
Franck (Ed. Dupre) - Pastorale - mm. 41-48

Q u a s i a l l e g r e t t o (,
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Later, when the left-hand part becomes more complex, Dupre reverts to Franck’s
original arrangement of three voices in the right hand (see Example 3.20).

Example 3.20:
Franck (Ed. Dupre) - Pastorale - mm. 69-74

In terms of its length, movement structure and degree of virtuosity, Concerto no. 13
is typical of Handel’s organ concerti. Dupré’s registration for the four movements
is essentially piano, forte, piano, forte. However, the forte is generally restrained,
almost suggesting mezzo-forte.

Reeds are never indicated and the second

movement uses only the mixtures douces. It is likely that Dupré was attempting to
replicate the timbre and dynamic range of the eighteenth century English organ,
rather than the French Symphonic instrument.

The Handel concerti would certainly have been well received in English countries,
where Dupré enjoyed much success. Apart from the Mendelssohn organ sonatas,
they are among the only works played by Dupré with English associations.
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3.2.5

R. Schumann (Trans. Dupré) – Canon in b, Op. 56 Bk. 1

In contrast to the Handel organ concerti, Dupré’s edition of Schumann’s works for
pedal piano involves little actual transcription. The primary purpose of the pedal
piano (a single keyboard piano with a pedalboard, similar to that of a pipe organ)
was to practise organ music. However, the fascination with unusual instruments in
the nineteenth century led some composers, including Schumann, Alkan and Boëly,
to compose music specifically for this instrument.

Schumann did not write any works specifically for the organ. A small number of
works, including the Six Fugues on the name of Bach, Op. 60 were written for
organ or pedal piano.

Dupré edited these fugues, as well as the Six Études

(Canons) and Four Sketches which were originally composed for pedal piano.

Schumann’s Étude or Canon in B Minor possesses the character of a scherzo
movement. Such scherzi were also a characteristic genre of the French Symphonic
School. Dupré, himself, composed one work entitled Scherzo, Op. 16 (1919), apart
from numerous other works written in this style, including the Prelude and Fugue
in G Minor, Op. 7. Several of the movements from Variations sur un Noël, Op. 20
can also be described as scherzi.

Dupré arranged the Canon in B Minor for three manuals, thus enabling different
voices to be emphasized, as seen in Example 3.16:
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Example 3.16:
Schumann (Ed. Dupre) - Canon in B minor - mm. 1-6

Dupre’s edition of the Canon in B minor is detached throughout, thus replicating
the percussive effect of the pedal piano. However, some of the voice parts are
sustained, for example, measures 101 - 103 (see Example 3.17).

Clearly, this

effect would not be possible to the same degree on the pedal piano.

Example 3.17:
Schumann (Ed. Dupre) - Canon in B minor - mm. 98-104
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3.2.6

César Franck (Ed. Dupré) – Pastorale, Op. 19

César Franck had a tumultuous career as a Parisian organist and composer. A
Belgian national, he was always seen as an outsider by the Parisian music society.
This was greatly resented by his devoted students, who referred to him
affectionately as Père Franck.

Franck is generally regarded as the father of the Symphonic organ school. His
Grand Pièce Symphonique is the first work for solo organ to be described by the
composer as ‘symphonic’. Franck’s music, often described as ‘severe’ by his
contemporaries, was greatly admired by the organ builder Aristide Cavaillé-Coll.

Franck’s improvisations at Sainte-Clotilde were legendary, and many of his
contemporaries, including Widor, suggested that even his highly regarded
compositions did not reach the same degree of sophistication as his
extemporisations.

Unfortunately, only twelve works for solo organ survive.

Included in this collection are the mammoth Trois Chorals. Although the Grand
Pièce Symphonique is generally acknowledged to be the first work of the
Symphonic organ genre, it is the Trois Chorals that established the grandeur,
dramaticism and the exploitation of organ tone that became synonymous with the
French Symphonic Tradition. Dupré edited the complete works of César Franck,
thus emphasizing their important role in the Symphonic organ repertoire.

César Franck’s Pastorale is a lyrical and programmatic work. Although this work
is dedicated to Cavaillé-Coll, it never uses the full power of the Symphonic organ.
118

However, the work is written for the Hautbois and Trompette stops, both important
timbres of the French Symphonic organ.

Dupré’s editions of Franck’s organ works have been described as his most
controversial editions.1 This would be partly due to the fact that they are also the
latest compositions to be included in the Bornemann editions. Dupré would also
have been associated with Widor’s criticism of Franck (see page 49-50). Dupré’s
editions are generally much more precise than Franck’s original edition and, in
Dupré’s opinion, better reflect the composer’s original intentions:

‘He took special pride in the Franck edition, which he said rectified the alterations
and wrong notes of its predecessors, while establishing in print the oral tradition
handed from Franck himself to Guilmant.’ (Murray, 1985: 164)

Dupré’s registration for the Pastorale is essentially the same as Franck’s, although
there is some ambiguity in regard to the use of couplers in Dupré’s edition. While
Dupré doesn’t stipulate the use of couplers anywhere in the work, the crescendo
and diminuendo at measures six and seven (see Example 3.18) would suggest that
he intended for Manual III to be coupled to Manual II, particularly as Manual II is
generally unenclosed on French organs. The coupling of Manual III to Manual II is
stipulated in the Durand edition of the Pastorale.

1

Steed, G, The Organ Works of Marcel Dupré, New York: Pendragon Press, 1999: 217
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Example 3.18:
Franck (Ed. Dupre) - Pastorale - mm. 5-10

Other differences between the two editions are limited largely to articulation and
the division of the parts between the hands. Franck indicates that the chords at the
commencement of the Quasi Allegretto are to be played staccato. Dupre specifies a
more pronounced detachment, as well as a different division of the chords between
the hands (see Example 3.19). Franck assigned the three highest voices to the right
hand, with the bass voice being played by the left hand. As there is no obvious
musical reason for Dupre’s revision, it would appear that he is striving for a
minimum of physical energy and movement, just as he does throughout the Bach
editions.

Example 3.19:
Franck (Ed. Dupre) - Pastorale - mm. 41-48
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Later, when the left-hand part becomes more complex, Dupre reverts to Franck’s
original arrangement of three voices in the right hand (see Example 3.20).

Example 3.20:
Franck (Ed. Dupre) - Pastorale - mm. 69-74

3.2.7

Cesar Franck (Ed. Dupre) - Piece Heroique, Op. 19

In contrast to the simplicity and delicate character of the Pastorale, Piece Heroique
is filled with drama and passion. One of Franck’s most celebrated works, Piece
Heroique varies significantly in the Dupre edition when compared with the
original.

Dupre specifies a slightly different registration and more detached

articulation, as well as numerous crescendos and diminuendos that are not found in
the original edition. Dupre has also omitted the original phrasing marks, the
implication being that notes are to be played legato unless otherwise stated (see
Example 3.21).

Example 3.21:
Franck (Ed. Dupre) - Piece Heroique - mm. 1-7

I II-HI: FAR * 16
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The most significant departure from Franck’s indicated registrations comes at the
beginning of the second section of the work, Poco piii lento (measure 80). Franck
specifies that the 8’ foundations, hautbois and the trompette are to used for the left
hand part. This has the effect of highlighting the left-hand melody, particularly
towards the end of this section. However, Dupre indicates that this section is to be
played entirely on the 8’ foundations. The manuals are reversed at measure 98 - 99
so as to make the left hand melody dominant (see Example 3.22).

Example 3.22:
Franck (Ed. Dupre) - Piece Heroique - mm. 97-103

The remainder of Dupre’s edition is essentially the same as Franck’s original
edition, with the exception of the registration climax at the end of the work. Franck
indicates that full organ is to be used from the Tres largement (measure 151),
whilst Dupre reserves the full impact of the Great and Pedal reeds for the final
section, Piu lento (measure 165).

Both techniques result in thrilling climaxes

although, by not using the full organ for the Tres largement, Dupre’s scheme
ensures that clarity is maintained in the complex texture of this section. This is
particularly significant when considering that Dupre’s performance style would
probably have been more legato than Franck’s.
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r
3.3

Works by influential contemporary composers

3.3.1

Alexandre Guilm ant - Cantilene Pastorale (Souvenir), Op. 15

The Cantilene Pastorale is the epitome of a Symphonic organ work. Written on
four staves, this piece is a lyrical duet between the Hautbois and the Flute
Harmonique. The left hand and pedal parts (written on the two lowest staves)
provide a sustained harmonic accompaniment, while the right hand part is written
on the top two staves. Despite its overtly simple and lyrical character, the work is
frequently technically demanding owing to the way in which Guilmant divides
material for the right hand. The player is often required to play on the Recit with
the right hand, while a second melodic line is played with the thumb on a lower
manual (see Example 3.23).

Example 3.23:
Guilmant - Cantilene Pastorale (Souvenir) - mm. 33-37
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The work is in ternary form, with a middle section in D major in the style of a
simple chorale. Without any substantial tonal or melodic development, this section
moves into a bridge passage before returning to the opening melody, largely
unaltered. Although tonally much more complex, the character and structure of
this work is reflected in Dupre’s Pastorale from the Seven Pieces fo r Organ Op. 27
(see Example 3.24). However, rather than the Hautbois, Dupre’s Pastorale uses
the Clarinet stop, suggesting the influence of Anglo-American instruments.
Significantly, the Dupre work is dedicated to the celebrated American organ
builder, A. Ernest Skinner. Skinner’s symphonic organ developments in America
were exciting to Dupre, who saw them as an extension of Cavaille-Coll’s earlier
innovations.

Example 3.24:
Dupre - Pastorale - Op. 15 - mm. 1-5
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3.3.2

Louis Vierne – Carillon de Westminster

The influence of Bach and Franck on the work of Marcel Dupré is obvious.
However, the influence of other French Symphonic organ composers is also
evident in his work.

Relations between Dupré and Vierne were, at times,

tumultuous and bitter.

Dupré never recorded any of Vierne’s organ music,

although he did perform some of Vierne’s works before the extended dispute
between the two men (see pages 54-59).

Despite the antagonism that existed between them, the personal and professional
lives of the two composers were closely linked. Not withstanding the lengthy
dispute that began during Dupré’s time at Notre Dame, Vierne praised Dupré both
as a composer and performer:

‘As a composer he won in 1909 the first prize in Fugue in Widor’s class, then in
1914 the Grand Prix de Rome as a climax to his career in the same teacher’s class
in composition. His works for organ are important both in quantity and in quality:
Three “Preludes et Fugues” – now become classics; three Symphonies, one with
orchestra; a “Ballade” for piano and organ; fourteen Versets for vespers; a “Suite
Bretonne”; a setting of the “Chemin de la Croix”; “Variations sur un Noël”;
seventy-seven

Chorales

for

the

instruction

of

his

pupils;

a

“Traité

d’Improvisation”; and a “Méthode d’Orgue.” (The Diapason, April 1939: 8)
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Louis Vierne was a disciple of both of Franck and Widor. His concert organ works
consist primarily of six organ symphonies, the Pièces de Fantaisie, and the Vingtquatre Pièces en style libre. The organ symphonies were composed later and are
generally more virtuosic works than Widor’s symphonies, often taking the organ
into the uncharacteristic genre of impressionism.

The Carillon de Westminster, from the Pièces de Fantaisie, is perhaps Vierne’s
most celebrated concert piece. Bearing the dedication à mon ami Henry Willis –
Facteur d’orgues à Londres, the work features a theme based on the Westminster
Chimes. It is thought that Vierne, having improvised the work in London, notated
it upon his return to Paris. This theory would explain the slight inaccuracy of the
thematic material. Of course, it is also possible that Vierne altered the melody
intentionally to serve the harmonic structure of the work.

The Carillon de Westminster is a typical example of the French Symphonic organ
toccata. The texture consists of a rapid ostinato figure in the right hand, with the
melody played by the left hand (see Example 3.25).
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Example 3.25:
Vieme - Carillon de Westminster - mm. 1-8
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The simple pedal part provides the harmonic support throughout most of the work.
A final virtuosic pedal solo concludes the toccata (see Example 3.26).
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Example 3.26:
Vieme - Carillon de Westminster - mm. 153-162

Published shortly after the collapse of Dupre and Vieme’s relationship, the
Carillon de Westminster is remarkably retrospective. In terms of its structure and
tonality, the work demonstrates little progression from Vieme’s earlier toccata
movements, such as the Final from Symphonie No. 1, published almost thirty years
earlier.

Dupre published works such as the Symphonie-Passion, Op. 23 and Le

Chemin de la Croix, Op. 29 at approximately the same time as Carillon de
Westminster.

Both of the Dupre works are vastly more innovative in terms of

tonality and rhythmic structures when compared with the Carillon de Westminster.
Despite its conservative character, Carillon de Westminster remains one of
Vieme’s most celebrated and frequently performed works.
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3.3.3

Louis Vierne – Berceuse (sur les paroles classiques)

Vierne’s Vingt-quatre Pièces en style libre and the Pièces de Fantaisie represent
opposite ends of the spectrum in terms of French Symphonic organ composition.
While the Pièces de Fantaisie are virtuosic concert organ works, the Vingt-quatre
Pièces en style libre are short but sophisticated works that may be performed on
either organ or harmonium (with or without pedals). Registration indications are
given for both instruments, as are directions for the use of pedals. Like Franck and
Guilmant, Vierne saw the need to compose works that could be performed in parish
churches that possessed a harmonium rather than an organ, as well as by organists
without a highly developed technique.

Unlike Franck and Guilmant’s shorter compositions for organ and harmonium,
Vierne’s works are not based on classical models, and are not inspired by
plainsong. Indeed, a number of the works from Vingt-quatre Pièces en style libre
are entirely inappropriate for liturgical use (for example, no. 14 Scherzetto). Each
of the works in the collection is highly contrasted and the collection, as a whole,
highlights all of the timbres and dynamic range of the French Symphonic organ.
Despite the unpretentious simplicity and brevity, the registrations used throughout
the collection range from ppp voix célestes through to fff full organ including 32’
pedal foundations and reeds.

One of the most lyrical and ethereal works from the collection is the Berceuse (sur
les paroles classiques). Consisting almost entirely of simple two-measure phrases,
the Berceuse does not possess any virtuosic elements that are usually associated
with Vierne’s organ music (see Example 3.27).
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Example 3.27:
Vieme - Berceuse - mm. 1-4

Despite its simplicity, the Berceuse is both refined and sophisticated in terms of its
tonality and harmony. Frequent, yet subtle, chromatic modulations, as well as its
serene character, contribute to an overriding sense of impressionism (see Example
3.28).

Example 3.28:
Vieme - Berceuse - mm. 41-46

With its simple rhythmic structure, gently chromatic harmony, as well as the fact
that it was composed for organ or harmonium, Berceuse shares a number of
characteristics with Dupre’s early work Elevation, Op. 2 (see 3.29).
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Example 3.29:
Dupre - Elevation - mm. 1-10
A Louis V I E R N E

Elevation
Ma r c e l D U P R E ,
S u |>|i Ii;* b I d e Cli.M A V id- r . a u m '-tnd ol'ijii* J e S*. S u l p k * .

Dupre did not refer to Vieme as one of his mentors or significant influences.
However, the fact that the two men worked so closely together during the time in
which Dupre was developing as a composer, improviser, liturgical and concert
organist is undeniably significant.

Despite its difficulties, it was Dupre’s time at Notre-Dame with Vieme that
determined so many aspects of his career:
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‘As much as I enjoyed Vierne the few times I heard him, I was extremely glad
when Dupré returned from his vacation… I was fortunate in hearing him several
times at Notre Dame…

He usually ended the service with a toccata-like improvisation and in this he did
not follow any theme in the service. He would sometimes play a composition by
Widor or Vierne.’ (Bidwell, 1922: 369)
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Chapter 4
Marcel Dupré – composer

4.1 Marcel Dupré – Prelude and Fugue in B, Op.7, No. 1

Dupré’s early compositional style was clearly influenced by both Guilmant and
Widor. The Trois Préludes et Fugues, Dupré’s first significant organ works, reflect
the musical characteristics and philosophies of both of his maîtres. Described by
Vierne as ‘classics’1, these youthful works helped to establish Dupré’s international
reputation as a composer:

‘Dupré’s famous three preludes and fugues burst with great éclat upon the organ
world many decades ago, and, together with his Variations on a French Noël, and
his Cortège and Litany, achieved a popularity in England which his later works
never received.’ (Sumner, 1971: 33)

Having failed twice in the prestigious Grand Prix de Rome competition in
composition, Dupré did not wish to submit the required compositions for a third
attempt. Dupré admitted that he composed the Trois Préludes et Fugues in the
hope that Widor might release him from having to compete again. As outlined
below, Dupré’s attempt to alter Widor’s wishes was unsuccessful:

1

Vierne, L, ‘Reminiscences of Louis Vierne’ tr E J Barrow, The Diapason, April 1939: 8
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‘According to Dupré, Widor that autumn had only praise for the summer’s
production [Op. 7], admiring the preludes and fugues, and agreeing that they had
refreshed Dupré’s spirits. The pupil himself recalls exclaiming, “Ah, mon cher
Maître, I wrote them in the hope that you would free me, free me from the Prix de
Rome!” ’(Murray, 1985: 57)

In 1913, Dupré did go on to win the Grand Prix de Rome. However, due to the
outbreak of World War I, he was unable to go to Rome to claim his prize. (Winners
of the Prix de Rome were required to spend four years composing at the Villa
Medici in Rome. The sojourn in Rome was financed by the French Government).
Although it was possible for Dupré to go to Rome after the war had finished, Widor
insisted that he forego the prize for wining the Prix de Rome in order that he might
‘start his career’:
‘Just after the war had finished, Cardinal Amette sent for me one Sunday. “Have
you read the newspapers this morning? They announced the reopening of the
Villa Medici in Rome. Are you going to leave us?” Taken by surprise, I replied
that I would consult Widor…Widor’s answer came quickly “You should not give
up Notre-Dame to go to the Villa Medicis to ‘muse’ for four years. You must
have the courage to give up this Roman sojourn. You are thirty-three years old,
and it is time for you to concentrate on your concert career”.’ (Dupré, 1978: 67)

The Prelude and Fugue No. 1 in B major is a conservative work, its character being
typical of many final movement toccatas of such composers as Boëly, Widor,
Boëllmann, Mulet and Vierne. The toccata, consisting of constant semiquaver
movement in the manuals with a ponderous and dominant pedal line became
synonymous with the French Symphonic Tradition. This genre enabled the French
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organ of the day to be demonstrated to its greatest dramatic effect.

However,

Dupre’s Prelude and Fugue in B is hardly innovative by early twentieth century
standards. Written more than half a century before Dupre composed his Opus 7,
Boely’s Fantasy and Fugue in B-flat (see Example 4.1) is probably one of the
earliest examples of the French Symphonic organ toccata.

Example 4.1:
Boely - Fantasy and Fugue in B-flat - mm. 1-8

Allegro [moderate ]

When compared with Dupre’s Prelude in B (see Example 4.2), the Boely Fantasy
is considerably less virtuosic. However, the semiquaver toccata figure played on
the manuals, with a much slower, melodic figure played on the pedals is a pattern
common to both works.

It is also important to consider that the manual parts of
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the Dupre example would have been extremely difficult to play on the instrument
that Boely would have had at his disposal. The weight of the manual action particularly when playing on full organ coupled, would result in Dupre’s work
being almost unplayable. The developments of Cavaille-Coll, in terms of organ
action, did enable such difficulties to be overcome.

Example 4.2:
Dupre - Prelude in B - mm. 1-9
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f
Despite its virtuosity and vigour, the Prelude in B is not particularly innovative in
terms of its tonal and harmonic language.

Apart from a small number of

unprepared modulations, the tonality of the work is largely diatonic. The sudden
modulation to A-flat major at measure 26 is the most remarkable tonal shift in the
movement (see Example 4.3).

Example 4.3:
Dupre - Prelude in B - mm. 22-28
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The other way in which this work differs from early examples of the Symphonic
organ toccata, such as the Boely example, is the dexterity required for the execution
of the pedal line. After a stately pedal line throughout the movement, Dupre’s
Prelude concludes with a virtuosic pedal solo, as flamboyant as any of the manual
passages that precede it (see Example 4.4).

Example 4.4:
Dupre - Prelude in B - mm. 96-99

What is innovative about Op. 7, No. 1 is the complex and extremely demanding
fugal subject.

A mere thirty years before the composition of this work, organ

technique in France was poor (see page x and page 3). However, this fugue
highlights Dupre’s extraordinary ability to perform difficult passages with ease,
making no concession for organists who did not share this facility. Example 4.5
shows a fugal subject that requires a secure manual technique. However, most
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remarkable, is the way in which Dupre makes no modification or simplification
when the subject is subsequently stated in the pedal (see Example 4.5).

Example 4.5:
Dupre - Fugue in B - mm. 1-10

TJn p e u m o liis v i t e (84=J>

Apart from an extremely virtuosic subject, this fugue contains frequent and difficult
manual changes.

Additionally, the fugue possesses a more complex tonal and

harmonic structure, as well as numerous and difficult registration changes.
Although most of the movement remains true to the fugal form, the conclusion of
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the movement returns to the more liberal and dramatic genre of the French
Symphonic Tradition, as represented in the prelude. Example 4.6 shows the fugal
subject interspersed with forceful chords and virtuosic pedal solos. The four and
five part writing that was retained throughout the fugue is abandoned to allow for
the full capabilities of the organ and the organist to be displayed. This style of
concluding the fugue, not unlike Guilmant’s Sortie dans le style de Bach (see pages
19-20), became typical of the French Symphonic Tradition.

Example 4.6:
Dupre - Fugue in B - mm. 59-64
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It is indeed unfortunate that Dupré never recorded his Prelude and Fugue in B.
However, the work has been recorded by a number of Dupré’s students, including
Pierre Cochereau at Notre Dame in 1975. In a performance that highlights the
virtuosity of these works, Cochereau adopts generally faster tempi than those
indicated by the composer. He defends his interpretation in the recording notes:

‘It does not seem entirely unnecessary to me to bring up several details of a
technical nature at this point concerning, first of all, the tempi which I have
adopted in the…Preludes and Fugues – tempi clearly faster than those indicated on
the heading of the works and because of which I could legitimately be criticized.
In February 69, I spoke with the composer on the occasion of a recital in NotreDame… At that time, I discussed with him the changes I was planning to make,
and far from raising the slightest objection, he showed himself completely in
accord with this change.’ (Cochereau [recording notes] 1975)
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4.2

Marcel Dupré – Prelude and Fugue in g, Op.7, No. 3

As well as frequently performing his own Prelude and Fugue in g, Dupré recorded
the work three times between 1922 and 1957. He also produced a Skinner Semiautomatic Organ Roll in 1923.1 In addition to being awarded the Grand Prix de
Rome partly for the composition of the work, Dupré was clearly touched by its
international acceptance soon after its publication:

‘When Dupré arrived in New York on Nov. 17, 1921, Dr. Russell hosted a
luncheon for him at the Player’s Club… Afterwards, [Lynnwood] Farnam and
Philip James took Dupré to the Church of the Holy Communion where Farnam
played Dupré’s Prelude and Fugue in G Minor. Dupré was so surprised that
anyone would have memorized his music that he rushed up to the organ, embraced
the shy Farnam and kissed him on both cheeks.’
(Smith, 1971: 27)

Dupré’s 1926 recording of this work is extremely rigid in terms of tempo,
particularly in the prelude. Dupré varies from the indicated registration in the use
of a reed stop for the solo pedal melody in the prelude, which is played without any
suggestion of rubato.

It is unfortunate that this recording suffers from a dry

acoustic, thus marring the impressionistic effect of the triplet figures that is a
feature of most recordings.

1

Smith, R, ‘The Organ and Choral Works of Marcel Dupré – An Annotated Listing’ The American
Organist XX/5, May 1986: 61
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This work featured many times in Dupré’s programs throughout his career, as well
as being used as an encore.1

Despite praising the virtuosity of the performance, at least one critic felt the need to
point out Dupré’s shortcomings in the performance of this work:

‘In M. Dupré’s own Prelude and Fugue in G minor and Cortège et Litanie we had
his virtuosity at its best, so far as this recital was concerned; the rhythmical figures
of the prelude were not always evenly played, but those of the Fugue slipped
through his fingers perhaps too slipperily for perfect hearing; he double-dotted the
subject.’ (The Musical Times, 1932: 342)

The scherzo-like character of the prelude disguises its virtuosity and harmonic
complexity. The harmonic structure is so chromatic that the tonality of the prelude
is barely recognizable as G minor (see Example 4.7). The work is virtually also
unplayable at the indicated metronome speed

(

=112).

Pierre Cochereau played

the movement considerably more slowly than the indicated speed in his 1975
Notre-Dame recording.2

1
2

Murray, M, Marcel Dupré, Boston: Northeastern University Press, 1985: 213
Pierre Cochereau Joue Marcel Dupré – FYCD 020
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Example 4.7:
Dupre - Prelude in g - mm. 1-6
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Like many French organ works of the period, the Prelude in g possesses a typical
chant-like melody. This sombre melody, introduced in the pedal at measure 18 (see
Example 4.8), is in total contrast to the impressionistic accompaniment of the
manuals.
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Example 4.8:
Dupre - Prelude in g - mm. 16-23

Further reflecting Dupre’s extraordinary pedal technique, the final section of
Prelude in g contains a series of three and four note pedal chords. Although this is
extremely unusual, it is not entirely unprecedented.

For example, Bonnet’s

Variations de Concert, Op. 1 includes a small number of three and four note pedal
chords in the final cadenza.

However, Dupre does not use this extremely

demanding technique as part of a virtuosic and flamboyant pedal solo. Instead,
these chords, played only on the Swell (pp) coupled, are almost inaudible (see
Example 4.9).
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Example 4.9:
Dupre - Prelude in g - mm. 146-153

The scherzo character of the prelude is also present in the gigue fugue that follows
it. The irreverent character of the fugal subject (see Example 4.10) is particularly
remarkable considering that the work is dedicated as a memorial to Joseph
Boulnois [1884-1918], Organiste de Saint-Loius d ’Antin.
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Example 4.10:
Dupre - Fugue in g - mm. 1-7

Ylf <126=J.)

In a similar way to Opus 7, No. 1, the Fugue in g is largely faithful to the classical
fugal form. However, as seen in the Fugue in B, Dupre once again abandons the
strict four-part counterpoint, thus making the ending of this movement as dramatic
as possible. Chords of up to nine parts accompany the entry of the subject in the
pedal at measure 145 (see Example 4.11). When played on the high-pressure reeds
of a French symphonic instrument, the effect of this texture is enormously
powerful.
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Example 4.11:
Dupre - Fugue in g - mm. 144-157

Although the Fugue in g went on to become one of Dupre’s most celebrated works,
it is not by any means one of his more innovative or unique organ compositions. In
fact, the work bears an extraordinary similarity to the third movement of Widor’s
Symphonie Gothique, Op. 70 composed in 1895 (see Example 4.12).

It is

significant that Widor played his Symphonie Gothique to open the new organ at
Saint-Ouen in Rouen when the four year old Dupre first met his future mentor.1
Considering the fact that Dupre composed Opus 7 for Widor, the final movement
of the Trois Preludes et Fugues could be seen as a homage to Widor.

' Dupre, M, Recollections, tr R Kneerman, Paris: Bom em ann, 1978: 8
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Example 4.12:
Widor - Symphonie Gothique (Movement III) - mm. 1-13

One significant difference between the two fugues is that the subject in Widor’s
work is simplified when it is stated in the pedal at measure 23. The fact that Dupre
does not simplify his equally complex subject further reflects his own virtuosic
pedal technique, and how his own ability affected the technical difficulties found in
his organ works.

150

4.3

Marcel Dupré – Cortège et Litanie, Op. 19, No. 2

The Cortège et Litanie is unusual in terms of Dupré’s works for solo organ in that it
was arranged and published for a variety of instrumental forces. The composition
was first published by Leduc as a work for piano in 1922. It was subsequently
revised by the composer and arranged for grand orgue, and later for organ and
orchestra. The revisions of the work were largely in response to the request of
Dupré’s American agent, Dr. Alexander Russell. After hearing Dupré perform the
work on piano, Russell wrote to the composer with very direct instructions:

‘ “You have been engaged for some further concerts with a program, which, out of
necessity, I had to arrange in your name. Don’t be surprised when you find out
that the Cortège et Litanie appears on the program. You must make an organ
transcription of it. You will have plenty of time while you are travelling in the
train! It will be superb!”
The composer allowed himself to be persuaded, and shortly afterwards Dr. Russell
said to him: “You must orchestrate the Cortège et Litanie. Some time next year
we will play it with orchestra and organ, under the direction of Leopold Stokowski
at a Wanamaker’s concert, with that magnificent organ of 450 stops.” This was a
seductive proposition. Once again Dupré obliged…’ (Steed, 1999: 21)

The promised concert with orchestra under the direction of Stokowski never
eventuated. However, Dupré did perform the work with orchestra in a gala radio
broadcast from the New York Wanamaker store on February 11, 1925 in a program
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that also included performances by Marco Enrico Bossi and Charles Courboin.1
The Parisian premiere of the version for organ and orchestra was given on October
24, 1925 by Concerts Lamoureaux .2

The Cortege is a reflective and chorale-like work, particularly in contrast with the
Litanie - the latter being much more rhythmical and animated. The lyrical theme is
first played on the Positif at 8 ’ pitch without pedal (see Example 4.13).

Example 4.13:
Dupre - Cortege et Litanie - mm. 1-6
T res m odere ( 5 8 = J)

The opening registration is highly unconventional in its use of Quintation 16’ and
Voix celestes on the Recit. However, when the theme is repeated one octave higher
than the original statement, the registration is effectively Foundation 8 ’ with Voix
celestes 4 ’ (see Example 4.14).

1 Smith, R, ‘The Organ and Choral Works o f Marcel Dupre - An Annotated Listing’ The American
O rganist X X /5, M ay 1986: 62
2 Ibid.: 62

Example 4.14:
Dupre - Cortege et Litanie - mm. 13-18

The Litanie, although effectively faster and more animated than the Cortege, is
equally lyrical. The chordal accompaniment, played on the second quaver beat of
the measure, results in a syncopated rhythm from measure 49 (see Example 4.15).
Example 4.15:
Dupre - Cortege et Litanie - mm. 47-51
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After a gradual crescendo, the main thematic material of the Litanie is played
simultaneously with the primary theme of the Cortege at measure 103 (see
Example 4.16).

This same technique is used by a number of earlier French

Symphonic composers, the most notable being Cesar Franck. Franck’s Pastorale
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Op. 19 and the Prelude, Fugue et Variation Op. 18 both use this same technique
very successfully.

Example 4.16:
Dupre - Cortege et Litanie - mm. 102-105
R. Auches
(SW. Reeds)
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The influence of Dupre’s tours of North America is evident in Cortege et Litanie.
The registration of ‘G. P. R. Gambes 16 8 4 ’ at measure 37 would be found on very
few organs other than the Wanamaker organs, and the top G pedals that are
indicated twice in the Litanie would not have been common outside of America at
this time.
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4.4

Marcel Dupré – Variations sur un Noël, Op. 20

Dupré made ten extensive American tours between 1922 and 1948.

Journeys

between cities were generally made by rail, and often lasted two or three days.
Dupré often used this time to compose and edit his publications. It was on one of
Dupré’s early American tours that he composed his Variations sur un Noël, Op. 20.
The organs Dupré encountered in his tours of America were often very much larger
than any instrument to be found in France.

The organs also possessed every

imaginable registration aid and electronic innovation. Clearly, these experiences
affected Dupré’s compositions, in particular, the large-scale concert works such as
the Variations sur un Noël.

As with other significant works, such as the Cortège et Litanie Op. 19 and
Symphonie Passion Op. 231, the Variations sur un Noël was inaugurated at
Wanamaker Auditorium in New York. Premiered by Dupré on September 29,
1923, the work became extremely popular with American audiences.2

Dupré claimed that each of the ten variations were inspired by a different organ.
The organs that provided the inspiration were instruments that he played in London,
Liverpool, Edinburgh, New York, Philadelphia, Montreal, Chicago, Saint Paul,
Vancouver, San Francisco, Los Angeles, and San Diego.3

1

Symphonie Passion Op. 23 was first played as an improvisation at the Wanamaker Auditorium. Its
premiere as a composition was at Westminster Cathedral, London by Dupré on October 9, 1924.
2
Steed, G, “Marcel Dupré – An Almost Unknown Composer…Still?” The American Organist XX/5,
May 1986: 58
3
Murray, M, Marcel Dupré, Boston: Northeastern University Press, 1985: 91
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Variations sur un Noël is effectively a summary of the French Symphonic
Tradition. Each movement represents a different compositional style from this
school of organ composition.

The same can be said of Vêpres des Fêtes du

Commun de la Ste-Vierge (see pages 73-74). Both works consist of a number of
short complete and contrasted movements, although the origins and purpose of the
two works are very different. The Variations sur un Noël was clearly intended to
be a concert, rather than a liturgical work. As a result, the character and style of the
movements are dramatically different to the styles represented in Vêpres des Fêtes
du Commun de la Ste-Vierge. Variations sur un Noël is also contrasted to Vêpres
des Fêtes du Commun de la Ste-Vierge in that it is a set of variations on one theme,
rather than being based on a number of different Gregorian melodies.

The traditional Noël theme is presented at the start of the work in a melodically
unaltered state. However, the simple, yet chromatic harmonic accompaniment
makes this first movement characteristic of the French Symphonic Tradition (see
Example 4.17)
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Example 4.17:
Dupre - Variations sur un Noel (Theme) - mm. 16-24

The chromatic treatment of the theme is further developed in the first variation.
This movement presents the theme in a simple crotchet rhythm, in the style of a
baroque choral prelude.

Dupre achieves variety of timbre by alternating the

phrases of the melody between the soprano and tenor voices (see Example 4.18).
The technique of alternating entries between treble and bass voices is seen very
frequently in the French baroque repertoire. Works such as Clerambault s Bass et
Dessus de Trompette (recorded by Dupre in 1928 at the Queen’s Hall, London)
would have provided a classical model for Dupre to emulate.
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Example 4.18:
Dupre - Variations sur un Noel, (IreVariation), mm. 1-5

The second variation presents the Noel theme in a complex and disguised form (see
Example 4.19).

This style of organ composition highlights the warmth of the

French Symphonic organ flute tone, and is undoubtedly most effective when
performed in a resonant acoustic, such as that of Saint-Sulpice. Owing to the total
absence of phrasing and articulation, as well as the subtle and unobtrusive flute
timbre, this movement is one the most obvious examples of impressionism in
Dupre’s writing.
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Example 4.19:
Dupre - Variations sur un Noel (IIe Variation) - mm. 1-6

The third variation represents another homage to a classical form, the canon. Three
of the ten variations are canonic, a ratio similar to Bach’s Goldberg Variations in
which every third movement is a canon .1 In contrast to the previous movement,
this movement reverts to a simple, almost unaltered statement of the theme. The
simple ostinato accompaniment moves in a steady semiquaver rhythm, while the
two melodic lines enter independently an octave and two beats apart (see Example
4.20). The registration of the Voix celeste without a 16’ pedal stop is used by
Dupre in several other works, as well as by contemporary French Symphonic
composers, most notably Toumemire and Widor (see page 39).

1 Steed, G, The Organ Works o f M arcel Dupre, N ew York: Pendragon Press, 1999: 24
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Example 4.20:
Dupre - Variations sur un Noel (IIIeVariation) - mm. 1-6

The fourth variation is the first of a number of scherzo movements that characterize
this work as a concert, rather than a liturgical composition.

Chromatically

descending open ninth chords accompany the unaltered theme in the pedal (see
Example 4.21). The listener’s attention is unavoidably drawn to the chromatic,
staccato chords played on the Recit mixtures, rather than to the theme in the bass.

Example 4.21:
Dupre - Variations sur un Noel (IVeVariation) - mm. 1-6

R.

Although it is very different from the fourth variation in terms of character and
mood, the fifth variation is equally chromatic (see Example 4.22). A solo for the 8 ’
Flute, this movement consists of constant semiquaver-triplet rhythm from the first
note to the last.

Example 4.22:
Dupre - Variations sur un Noel (Ve Variation) - mm. 1-2
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The sixth variation is an uncomplicated three-voice canon. Despite its classical
structure, this movement possesses a slightly humorous character owing to frequent
dissonances played on the very unconventional registration of Clarinette,
Violoncelle and Basson 16' (see Example 4.23).

Example 4.23:
Dupre - Variations sur un Noel (VIe Variation) - mm. 1-5

Plus modere

The seventh variation is perhaps the most irreverent and least liturgical of all of the
variations.

Highly chromatic and technically demanding, this movement is

extremely dissonant as a result of the constant acciaccaturas. The unusual timbre
of 16’ and 4 ’ flutes (thus lacking a fundamental 8 ’ pitch) coupled with constantly
staccato dissonances creates a character of instability, humour and wit.

The

constant motion and staccato playing also requires a very secure organ technique,
particularly with the polyphonic texture and contrary motion of the final nine
measures of the movement (see Example 4.24).
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Example 4.24:
Dupre - Variations sur un Noel (VIIeVariation) - mm. 30-41
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The eighth variation returns to the impressionistic character of earlier variations.
The simplistic nature of this canonic movement defies the complex harmonic
structure, containing frequent chromatic movement (see Example 4.25).

Example 4.25:
Dupre Variations sur un Noel, VIIF Variation, mm. 11-12
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The ninth variation features the clarinet stop in an extremely chromatic movement full of technical difficulties and musical wit (see Example 4.26). The clarinet stop
is much more commonly found in Anglo-American instruments than in French
organs. This further highlights the influence of builders such as Hill in England and
Ernest M. Skinner in the U.S.A. on the compositions of Dupre.

Example 4.26:
Dupre - Variations sur un Noel (IXe Variation), mm. 1-8

The Variations sur un Noel encompasses the breadth of tone colour and effects
made possible by builders such as Cavaille-Coll and his English and American
contemporaries.

However, despite the work’s unquestionable romanticism,

Variations sur un Noel still draws heavily on classical forms and structures.

The

final movement of the Variations sur un Noel, a fugue and toccata, clearly
demonstrates this characteristic.

The first subject of the fugato is inspired by the

Noel theme (see Example 4.27).
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Example 4.27:
Dupre - Variations sur un Noel (Xe Variation) - mm. 1-8
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However, the first statement of the actual theme comes at measure 26 in the pedal in
the style of a cantus firmus. After further development of tonality and a building of
the registration, Dupre make a final declamatory statement of the theme in octaves
in the pedal at measure 58 (see Example 4.28).

The phrases of the theme are

punctuated with a chromatic toccata figure, similar to the chromatic motives that
have featured in several of the preceding movements, particularly the fourth
variation (see page 160-161).
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Example 4.28:
Dupre - Variations sur un Noel (Xe Variation) - mm. 58-65
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Having gradually built up to the full organ registration, the Variations sur un Noel
concludes with a typical French Symphonic organ toccata. In the midst of the
ferocity and complex texture of the toccata ( ‘Presto ’), the final statement of the
Noel theme is made in the pedal in slow legato notes, once again resembling a
cantus firmus (see Example 4.29)
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Example 4.29:
Dupre - Variations sur un Noel (Xe Variation) - mm. 74-81
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The Variations sur un Noel is one of Dupre’s most frequently performed works for
organ. It is remarkable in the variety of genres and periods that it reflects. The fact
that Dupre published this work in the early stages of his career suggests that it
played a significant role in the establishment of his reputation as a composer of
organ music.
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4.5

Marcel Dupré – Seventy-Nine Chorales for the Organ, Op. 28

Described by E. A. Kraft as ‘the most important educational work ever published
for the organ student’,1 the Seventy-Nine Chorales for the Organ, Op. 28, reflect
Dupré’s passion for pedagogy, as well as his passion for the organ works of Bach.
Published by Gray in the United States, the original cover bears the inscription
‘preparatory to the study of the Bach Chorale-Preludes and based on the melodies
of the old Chorales used by J. S. Bach.’ In the introduction to the publication,
Dupré clarifies the intended purpose of the works:
‘It is needless to say my scheme has not been to give another version of the Bach
Chorales. The object of the present book is merely educational. It has been
conceived with a view to making the student familiar with the magnificent
melodies of the Chorales, in the earlier stages of his work, and to prepare him the
better for the study of the Bach Chorales, which are too difficult for beginners.
This is not a book of pieces to be performed by the recitalist, as their brevity
indicates. Scarcely would a few of them fill up a short interval in a religious
service.’ (Dupré, 1932: iii)

In the preface to the Seventy-Nine Chorales, Dupré also give advice about
successful practice techniques and techniques of memorisation. He suggests that
there is little to be gained from practising the hands independently, except to master
a particular difficulty in the fingering. He concludes the lengthy introduction with a
passage on the ‘Training of Memory’:

1

Steed, G, ‘Marcel Dupré – An Almost Unknown Composer…Still?’ The American Organist XX/5,
May 1986: 58
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‘It is very useful to know, or at least to have endeavored to learn a piece, or part of
a piece, from memory. Such training gives the student great precision in his
playing, and at the same time it helps to develop his memory. When one bar has
been memorized, it should be connected with the preceding bar as follows:
For a group of 4 bars, practise: 1 and 2 – 2 and 3 – 3 and 4
then:

1, 2, 3 – 2, 3, 4

and lastly: 1, 2, 3, 4,
The student who practises slowly and methodically the chorales contained in this
book and strictly adheres to the principles of work which have been laid down will
be ready to take up the study of the Bach Chorales. Their texture will no doubt
appear far richer to him and their polyphony much more complex, but he will
realize at once that the new task which awaits him will be like raising a building
upon solid foundations.’ (Dupré, 1932: iii)

This passage gives a valuable insight into the methods used by Dupré in the
memorisation of his own concert repertoire, and particularly of the complete Bach
works at the start of his career. Indeed, Dupré recalled that he frequently spent
several hours memorising a single passage.

As well as their value in the area of technical development, the Seventy-Nine
Chorales also provide excellent examples of the many genres of organ composition.
The chorales consist of twenty-six different compositional devices and techniques.
Table 6 summarises the various genres and textures represented in the collection.
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Table 6:
Summary o f compositional styles and techniques used in the Seventy-Nine Chorales
fo r the Organ, Op. 28

C h o ra le s in T h ree V oices

1.

Chorale in soprano (Chorales 1, 4, 10, 12, 13, 21, 32, 40, 52)

2.

Fugal chorale (Chorale 71)

3.
4.
5.

Chorale in tenor (Chorales 7, 26, 36, 72)
Choral in pedal (Chorales 34, 43, 63, 68, 69)
Choral in pedal in tenor (Chorales 24, 58, 79)

6.

Canonic chorales (Chorales 48, 70)

C h o ra le s in F o u r V oices

7.
8.

Without pedal, chorale in soprano (Chorales 9, 15)
With pedal, on one manual, chorale in soprano (Chorales 2, 6, 17, 22, 27, 31,

9.
10.
11.

44,51,62, 77)
Chorale in alto, on one manual (Chorale 18)
On two manuals, chorale in soprano (Chorales 5, 28, 29, 38, 39, 45, 47, 55)
Chorale in tenor, two voices for right hand (Chorales 50, 57, 64)

12.
13.
14.
15.

Chorale on pedal (Chorales 11, 20, 60, 66)
Canon between soprano and alto, on same manual (Chorales 3, 33, 46)
Canon between soprano and tenor (at the octave) (Chorale 23)
Canon between soprano and pedal, on one manual (Chorale 61)

16.
17.

Canon between soprano and pedal, on two manuals (Chorales 8, 16, 49)
Contrapuntal chorales, on one manual, chorale in soprano (Chorales 14, 19, 35,

18.
19.
20.

56, 59, 74)
Contrapuntal chorales, on one manual, counterpoint on Pedal (Chorales 54, 65)
Contrapuntal chorale, on two manuals, chorale in tenor (Chorale 42)
Contrapuntal chorale, on two manuals, chorale in soprano, counterpoint in

21.

tenor (Chorale 30)
Florid chorale in soprano, on two manuals (Chorales 37, 75)

22.
23.

Fugal chorale (Chorale 78)
Chorales in detached chords (Chorales 25, 53)

C h o ra le s in F iv e V oices

24.
25.
26.

On one manual, chorale in soprano (Chorale 41)
On two manuals, choral in pedal (Chorales 67, 76)
On two manuals, double pedal, chorale in soprano (Chorale 73)
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4.5.1 Herzlich thutmich verlangen, Op. 28, XXXIII

The Chorale XXXIII Herzlich thut mich verlangen (My Soul longeth to depart in
peace) is based on the chorale most commonly known as O Haupt voll Blut und
Wunden (or the ‘Passion ’ Chorale). However, unlike the original chorale, Dupre’s
setting does not repeat the first phrase.

This Chorale is a simple, chromatic

arrangement with the melody being played in canon at the interval of a fourth
between the Soprano and Alto (see Example 4.30)

Example 4.30:
Dupre - Herzlich thut mich verlangen - mm. 1-2
Lento - 6o =J

4

S~l

4

—

2

As with all o f the Chorales in Op. 28, Dupre gives exhaustive fingering and
pedaling details. Example 4.30 also indicates how a perfect legato can be achieved
through finger substitution (measure 1, beats 2 and 4 ).
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4.5.2

Marcel Dupre - H eut’ triumphiret Gottes Sohn, Op. 28, XXXIV

The Chorale XXXIV H eut’ triumphiret Gottes Sohn (On this day the Son o f God
triumpheth) is a trio, with the chorale melody stated in the pedal (see Example
4.31). Although some imitation is used, the Chorale is not canonical or fugal. The
tonality is also clearly more diatonic than Herzlich thut mich verlangen, with
chromaticism used only at the modulations.

Example 4.31:
Dupre - Heut ’ triumphiret Gottes Sohn - mm. 1-4

Allegro ma non troppo-96.-J
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4.5.3

Marcel Dupre - H ilf Gott, dass m ir’s gelinge, Op. 28, XXXV

The Chorale H ilf Gott, dass m ir’s gelinge (Help me, O God, that I may overcome)
is described by Dupre as a contrapuntal chorale with the chorale melody in the
soprano.

Played on one manual with pedal, this movement is essentially an

elaborate harmonisation of the chorale, not unlike Bach’s more complex
harmonisations of chorales for congregational singing (see Example 4.32).

Example 4.32:
Dupre - H ilf Gott, dass m ir’s gelinge - mm. 1-7
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Dupre’s intended purpose for the Seventy-Nine Chorales is reaffirmed by the fact
that they do not feature in his concert programs, and he recorded only three of the
chorales. In addition to their ingenuity and musical beauty, the chorales are rather a
testimony to two of Dupre’s greatest passions - pedagogy and the organ music of
Bach.
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Chapter 5
Conclusion

‘In his time, my teacher Marcel Dupré was the greatest of all organ virtuosi, perhaps
even the greatest of all the virtuosi that have ever existed; he was the Liszt of the
organ. His music reflects this extraordinary virtuosity; he wrote pages of extreme
difficulty and of great brilliance in toccata style…’ (Messiaen/Samuel, 1976: 27)

Messiaen’s description of his teacher reflects the impact that Dupré made on the world of
organ playing and composition. Grove’s Dictionary of Music and Musicians further attests
Dupré’s contribution to the organ:

‘As performer and teacher Marcel Dupré has exercised a greater influence than any
organist of his day. With few exceptions the most distinguished French and
American organists of this generation have studied with him.’ (Blom, 1961: 815)
As a concert organist, Dupré was able to further develop the tradition of international
touring that was established by other great French organist-composers such as Guilmant,
Widor and Vierne:

‘Marcel Dupré’s last tour of America in this decade began in Philadelphia on Oct. 2,
1929, at the Second Presbyterian Church. This concert marked the world premiere
of the Second Symphony, Op. 26. Following this, a spectacular concert before more
than 10,000 persons was arranged at the Chicago stadium on Oct. 10 for the
dedication of the new Barton Organ.’ (Smith, 1971: 27)
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Accounts such as the one above clearly attest to the extraordinary success that
Marcel Dupré experienced throughout his career as an international virtuoso
organist. He enjoyed a degree of fame and success that is not normally associated
with the organ.

The reasons for this aspect of his remarkable career are self-evident. His ability to
memorise and perform vast amounts of repertoire established him as an exceptional
organist, particularly due to his performance of the complete organ works of Bach
in 1920. In addition, his ability to improvise multi-movement organ symphonies
based on submitted themes in a recital situation also established a heightened degree
of fame and prestige. However, Dupré was clearly not the first international
virtuoso organist. International tours had become standard practice for virtuosi of
the French Symphonic Organ Tradition since Vierne and Guilmant.

Dupré’s reputation as a teacher attracted students from across the globe. The final
work discussed in the present study, the Seventy-Nine Chorales for the Organ, Op.
28, demonstrates his insight into organ technique, as do the fifteen textbooks he
wrote concerning different aspects of organ playing and composition. The
encouragement and development of young organists was another characteristic of
the French Symphonic Tradition that Dupré was to adopt and take to new levels.
His detailed editions of Bach’s complete organ works, and various other editions of
classical and romantic organ literature also serve as valuable insights into the
technique and playing style of the French Symphonic School. While not achieving
the same degree of multi-faceted fame as their maître, Dupré’s countless pupils
have perpetuated the ideals and practices of the French Symphonic Tradition.
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Finally, Dupré’s success as an improviser and composer is the most enduring
testament to his extraordinary ability. Apart from contributing a vast amount of
organ music to the repertory, Dupré composed many works for voice, piano, a
variety of chamber ensembles and orchestra. French Symphonic organistcomposers such as Widor and Saint-Saëns established this tradition of composition
for instrumental forces in addition to works for the organ alone.

Dupré’s organ works represent the pinnacle of the tradition of French Symphonic
composition that he inherited from Guilmant, Vierne and Widor. Collectively, his
works reveal every aspect of the French Symphonic Tradition. Their reliance on
Gregorian themes and religious imagery reflects the integral relationship of the
church with the music of the French Symphonic Tradition, while their sense of
musical drama, often programmatic, is the perfect vehicle for the instruments of
Cavaillé-Coll in France, as well as the Symphonic instruments of such builders as
E. M. Skinner in America.

The virtuosity of the works themselves reflects Dupré’s own extraordinary
technique. It is this virtuosity more than anything else that establishes Dupré as the
culmination of the French Symphonic Tradition.
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Appendix
Program notes to accompany the Performance Project

Program 1:
St. Andrew’s Anglican Cathedral, Sydney
Friday 19th April, 2002 - 1.10pm

JS Bach

Passacaglia & Fugue in C Minor – BWV 582 (ed. M. Dupré)

The Dupré edition of Bach’s Passacaglia and Fugue in C minor is representative of
the French Symphonic school’s interpretation of Bach’s large-scale organ works.
Dupré has specified manual changes and a large number of registration changes –
particularly in the Passacaglia. Whilst this edition of the work is not an example of
authentic early music performance practice, it does demonstrate Dupré’s skills as an
editor and orchestrator, as well as the French school’s concern with a smooth legato
playing technique. Today’s performance of the work is also inspired by Dupré’s
recording on the 17th of June, 1929 at the Queen’s Hall, London (Marcel Dupré
plays Bach – Opal CD9863).
César Franck

Pastorale – Op. 19 (ed. M. Dupré)

Dupré edited the complete works of César Franck, as well as the complete organ
works of Bach, Mendelssohn, Schumann and some of the Handel organ concerti.
Although not seriously regarded as an organ virtuoso, Franck is generally
acknowledged to be the father of the French Symphonic organ tradition. Famous
primarily as an improviser, Franck left a small number of organ works, including

177

the mammoth Trois Chorals. Franck’s Pastorale is a much lighter, almost
programmatic work. Dupré’s edition of the work only departs from the original in
minor registration differences – some of which have been altered slightly for
today’s recital to accommodate an organ of English disposition.
Marcel Dupré

Prelude & Fugue in B – Op. 7

Composed in 1912, Trois Préludes et Fugues are essentially student compositions.
The first Prelude and Fugue demonstrates Dupré’s remarkable ability to compose
works in two of the primary structures of the French Symphonic Tradition –
namely, the Toccata and the Fugue. The Prelude in B is characteristic of numerous
French organ toccatas that demonstrate both the virtuosity of the performer and the
full power of the organ. The toccata figure is mostly played on the manuals, while
the main melodic material is played on the pedals. The fugue that follows is true to
the neo-baroque form, although the degree of virtuosity, the complex rhythmic
structures, and difficult manual changes are certainly characteristic of the French
Symphonic school. Once again, the conclusion of the fugue demonstrates the full
power of the symphonic organ. Today’s performance is also inspired by Pierre
Cochereau’s 1975 Notre-Dame recording (Pierre Cochereau Joue Marcel Dupré –
FYCD 202).
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Program 2:
St. Andrew’s Anglican Cathedral, Sydney
Friday 4th October, 2002 - 1.10pm

JS Bach

Toccata in d, BWV 538 (Ed. Dupré)

The so-called “Dorian” Toccata is one of a small number of Bach’s large-scale
organ works that is specifically intended for performance on two manuals. The
Toccata is written as a canon with frequent echo effects. The work consists of
constant semi-quaver movement until the final climax – the sustained low ‘D’ pedal
over which the harmony changes before the suspension is finally resolved. Dupré’s
edition of the work features additional articulation as well as greatly detailed
fingering and a pedagogical analysis.

Marcel Dupré Seventy-Nine Chorales – Op. 28, Nos. 33, 34, 35
Herzlich thut mich verlangen

“My Soul longeth to depart in peace”

Heut’ triumphiret Gottes Sohn

“On this day the Son of God triumpheth”

Hilf Gott, dass mir’s gelinge

“Help me, O God, that I may overcome”

In the preface to this large collection of chorales, Dupré states that the pieces will be
of little use to the recitalist. They are in fact intended to assist in the development
of technique and to prepare students for the performance of the more difficult
chorales of JS Bach. The three chorales on the programme today are intended to
show the variety of styles and contrasts that exists in the collection. Although the
works are indeed short and simple, each chorale reveals Dupré’s extraordinary
ability to compose in classical forms.
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César Franck

Pièce Héroïque, Op. 19 (Ed. Dupré)

While Marcel Dupré could be described as the culmination of the French
Symphonic Tradition of organ playing and composition, César Franck was certainly
the establishment of it. The Pièce Héroïque set a bench mark for romantic
composition for the organ. Although not as grand as the later Trois Chorals, the
Pièce Héroïque contains a great deal of emotion and romanticism. The work ranges
from a reflective mood through to the power of full organ at the “Heroic” climax.

Alexandre Guilmant

Cantilène Pastorale

The Cantilène Pastorale is essentially a duet for the oboe and flute stops. While the
left hand and pedal provide the accompaniment, the right plays the melodic duet –
frequently playing two manuals simultaneously. Affectionately dedicated to his
father, Guilmant’s work highlights the more lyrical style of the French Symphonic
school. The work is also an example of the French organist-composers’ fascination
with replicating orchestral tone colours on the organ.

Marcel Dupré

Prélude et Fugue en sol mineur, Op7, No. 3

The Trois Préludes et Fugues, composed when Dupré was 26, were the composer’s
first large-scale works for grand organ. The playful nature of the prelude disguises
its complexity. Featuring a number of three and four note pedal chords, this
movement prepares for the equally irreverent fugal subject. Abandoning the strict
rules of counterpoint, the fugue climaxes with a succession of thunderous chords,
highlighting the high-pressure reed stops for which French organs are renowned.
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Program 3:
Sydney Town Hall
Monday 21st October, 2002 - 12.15pm
JS Bach

Sinfonia (Cantata 29 – Wir danken dir Gott) (Trans. Dupré)

The large nineteenth century concert hall organ was designed to accommodate the
performance of transcriptions for the organ as well as original repertoire. The first
three works on today’s program are all transcriptions of existing repertoire. The
Sinfonia from Bach’s cantata Wir danken dir Gott is a triumphant and exuberant
work, consisting of perpetual semiquaver movement from beginning to end.
Dupré’s transcription of this work for the organ embodies all of the energy and
jubilation, whilst maintaining the clarity of the original. The changes of registration
throughout the movement successfully convey the original instrumentation of
strings, trumpets and timpani.

GF Handel

Concerto No. 13 in F (Trans. Dupré)

Handel wrote his organ concerti to be performed in the intervals of his oratorios.
The works usually consist of four movements (slow, fast, slow, fast), occasionally
with a short organ improvisation (‘ad libitum’) between movements 2 and 3.
Concerto No. 13 is known as the “Cuckoo and the Nightingale” due to the imitative
motifs in the second movement. Dupré’s transcription of the work includes the
organ solos, as well as the orchestral tuttis and continuo. The organ part is
generally played on Manual II, while the orchestral parts are divided between
Manual I and Manual III. One of the most significant contrasts between the original
and Dupré’s edition is the use of the pedal. Only a very small number of Handel’s
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original concerti utilise the pedal division, largely because most English organs of
the day did not possess an independent pedal division. In Dupré’s transcription, the
pedal is used mostly in the orchestral tuttis, while the organ solos are largely
unaltered.
R. Schumann

Canon in b, Op. 56 Bk. 1 (Trans. Dupré)

Schumann’s Canon in b was originally written for pedal piano. The pedal piano,
now generally extinct, was an upright piano with a set of pedal keys, similar to
those found on a typical pipe organ. The pedal keys were coupled to the keyboard,
simply pulling down the keys of the piano. Although a few composers wrote
specifically for the instrument, its main purpose was as a practice instrument for
organists. Dupré’s transcription involves little apart from including instruction for
registration and manual changes, as well as exhaustive articulation and fingering
directions.

Marcel Dupré

Cortège et Litanie, Op. 19, No. 2

The Cortège et Litanie was conceived as incidental music for a play. Originally
composed for solo piano, Dupré was persuaded to transcribe the work for orchestra,
organ and orchestra, and for solo organ. The organ solo is perfectly suited to
performance on a large romantic concert organ. Dupré’s registration directions
range from the ethereal strings of the swell division, through to the full organ
complete with tubas. The work is particularly lyrical, consisting only of two main
thematic motives. The work climaxes as the two themes are superimposed, a
technique common among the French Symphonic organ composers.
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Louis Vierne

Carillon de Westminster

Although Dupré and Vierne’s lives were closely linked, the relationship between
the two men ranged from that of close family friend to nemesis. A bitter dispute
over the identification of Dupré as organist of Notre-Dame Cathedral, a post held by
Vierne, left their relationship irreparable. Despite this, Vierne’s influence on
Dupré, both as performer and composer, is unquestionable. Vierne took French
Symphonic organ concert repertoire to new levels. His career as an international
touring virtuoso was also something that Dupré emulated. Vierne’s Carillon de
Westminster, conceived as an improvisation during one of his international tours,
represents the quintessential French Symphonic organ toccata. Consisting of
limited melodic material (based on the chimes of Westminster), the work is
characterised by perpetual movement and one dynamic climax. Culminating in the
full organ and a flamboyant pedal solo, the work has become Vierne’s most
frequently-performed concert organ work.

Louis Vierne

Berceuse

Vierne’s Berceuse is the antithesis of his Carillon de Westminster. This work
explores the sonorities and timbres at the quieter end of the spectrum. Berceuse
(‘lullaby’) was written for performance on organ or harmonium (a common
instrument in French churches in the nineteenth century). The work is simplistic
and overtly lyrical, although the subtlety and sophistication of the harmony and
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melody make a perfect example of the mystical style of the French Symphonic
organ genre.

Marcel Dupré

Variations sur un Noël, Op. 20

Dupré’s Variations sur un Noël is a summary of the French Symphonic organ
school. It pays homage to the Classical French masters, as well as the polyphonic
and fugal techniques of German composers, such as J. S. Bach. The variations also
include scherzi and impressionistic movements unique to the French Romantic
genre. The work concludes with a virtuosic toccata, revealing the full power of the
instrument. Dupré often played this work throughout his career, and it remains
today one of his most frequently-performed works for solo organ. Typical of
Dupré’s concert improvisations, the Variations sur un Noël are filled with contrast,
complexity, humour and virtuosity.
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Compact Disc Recordings
Compact Disc 1
Daniel Dries – Organ
Recorded Live at St Andrew's Cathedral, Sydney
19th April & 4th October, 2002
PROGRAM ONE

[1]

JS Bach (Ed. Dupré) - 'Passacaglia and Fugue in c', BWV 582

14:18

[2]

César Franck (Ed. Dupré) - 'Pastorale', Opus 19

8:34

[3]

Marcel Dupré - 'Prelude and Fugue in B', Opus7, No. 1

6:43

PROGRAM TWO

[4]

JS Bach (Ed. Dupré) - 'Toccata in d', BWV 538

5:17

[5]

Marcel Dupré - 'Herlich thut mich verlangen', Opus 28, XXXII

1:14

[6]

Marcel Dupré - 'Heut' triumphiret Gottes Sohn', Opus 28, XXXIV 0:51

[7]

Marcel Dupré - 'Hilf Gott, dass mir's gelinge', Opus 28, XXXV

1:09

[8]

César Franck (Ed. Dupré) - 'Pièce Héroïque', Opus 19

8:43

[9]

Alexandre Guilmant - 'Cantilène Pastorale'

4:55

[10]

Marcel Dupré - 'Prelude and Fugue in g', Opus7, No. 3

6:49
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Compact Disc 2
Daniel Dries – Organ
Recorded Live at Sydney Town Hall
21st October, 2002
PROGRAM THREE

[1]

JS Bach (Trans. Dupré) - 'Sinfonia' (Cantata 29)

4:28

[2]

GF Handel (Arr. Dupré) - 'Concerto No. 13 in F'

12:58

[3]

R. Schumann (Trans. Dupré) - 'Canon in b', Opus 56 Bk. 1

3:14

[4]

Marcel Dupré - 'Cortège et Litanie', Opus 19, No. 2

5:31

PROGRAM FOUR

[5]

Louis Vierne - Carillon de Westminster

6:32

[6]

Louis Vierne - Berceuse

4:01

[7]

Marcel Dupré - Variations sur un Noël, Opus 20

13:36
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